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PROLOGUE 


The present publication of the Theory and Practice of Byzan- 
tine Music by the professor of this music in the Greek Orthodox 
Theological School of Brookline, Mr. Savas Savas, can now be 
added to analogous publications of the past which seek to codify 
this tradition which developed in the period following the fall of 
Constantinople. It appears at a time in which, generally speaking, 
Byzantine studies have become very popular both in Europe and 
the United States. The problems of the history and art of the By- 
zantine period are currently being studied in our great institutes and 
universities, especially now that old prejudices about Byzantium 
have been abandoned, and the importance of Byzantine civilization 
has come to be realized. 


It follows therefore, that until such time as original studies can 
be made as a result of the careful examination and evaluation of the 
various elements of this civilization, the publication of studies which 
seek to shed new light on what traditions has already preserved for 
us shall continue to be most necessary. For in this way, scholars 
will learn the most recent developments in this field, and thus go 
on, with new insights and deeper understanding, to ever more 


fruitful study. 


This has already happened in our days with the numerous 
frescoes and free-standing icons of the Byzantine period which are 
currently being reproduced so assiduously. In spite of the dangers 
of formalism and the dry repetition of the achievements of the past 
inherent in such practices, they are still considered necessary, since 
before the creation of a new Orthcdox and (through the blending 
of the Byzantine tradition and similar elements of our modern art 
forms) these reproductions serve to acquaint, if nothing else, the 
majority of people with at least the “forms” of the various periods 
of Byzantine sacred art. 


In exactly this same way, the methods of learning both on the 
theoretical and practical plane, the music of the Byzantine tradition 
which is chanted today in the Greek Orthodox Church, are con- 
sidered to be a necessary prerequisite for those who wish to under- 
stand how the melodies and music of the Byzantine period were 
preserved by an ancient Church. As a matter of fact, the publica- 
tion of a manual written in an international language such as Eng- 
lish will be warmly welcomed by all friends of Byzantine music, 
both here in America and throughout Europe. 


iii 


The present book was written to serve this purpose. Compiled 
by Mr. Savas (who knows Byzantine music very well both in theory 
and in practice, having taught and chanted it for many years), it is 
characterized by its simplicity, clarity of expression, and systematic 
presentation of material. Through the use of examples , effectively 
placed, the author makes the difficult theory of Byzantine music 
easily understood. Having considered the fact that the reading 
public is acquainted only with European musical notation, Mr. 
Savas relates this notation with the scales of Byzantine music and 
transposes the melodies of the latter into the notation of the former. 
In this way he aids his reader in the normally difficult task of 
understanding the principal of Byzantine musical theory. 


I have no doubt whatever that this present edition by Mr. Savas 
will prove to be more generally significant in its scope in as much 
as it will contribute to the knowledge of Byzantine music whose 
study reflects, in a wider context, the general scholarly enthusiasm 
for deeper understanding of the forms of all Byzantine art. 


Constantine Kalokyris 
Professor of Byzantine 
Archeology and Art, 

University of Salonika, 

Greece. 


INTRODUCTION 


The purpose of this present work is to bring forth in the most 
explicit and easy manner the music, which from very ancient times 
the Orthodox Church used in order to praise the Holy Name of God. 

The ecclesiastical music, which, due to its cultivation and de- 
velopment in Byzantium, was called Byzantine, brings forth, in 
fact, a very fine and very majestic interweaving of tones, for it fol- 
lows faithfully the magnificent content of the Orthodox Church 
hymnology. 


The didactic, edifying, historic, and encomiactic content of 
these hymns, before which the entire critic world stands with 
amazement, was not able to be translated effectively, only with the 
wealth of harmony and the profoundity of sentiment, which dis- 
tinguishes Byzantine Ecclesiastical Music. 


Because of this, the following work will concern itself, ex- 
clusively, with the theoretical and practical forms of Byzantine 
Ecclesiastical Music. The historical journey of the present subject 
will appear in a separate volume in coalition with the analogous 
journey of the orthodox hymnology. 


Showing, therefore, first the more important aspect of this 
music, we believe that we will lead the reader more easily into its 
deep, serious, and magnificent meaning, for the theory and the 
practice will constitute safe criteria into the genesis, cultivation, 
and evolution of Byzantine music. 


The criterion and basis of this work will be the tradition of 
the Great Church of Christ, which as a living mother guarded, in 
light of the most difficult situations, the essence of the Graeco- 
religious ideas. 


Finally, we have arranged the material methodically in chap- 
ters, based upon outstanding contemporary teaching principles of 
paedagogical science. 


CHAPTER I 


Meaning of Music 

Music! is a divine act and science, which, concerned with 
tones, aides us in expressing our sentiments of the heart by means 
of the voice and instruments. Thus it is distinguished between 
phonetical and instrumental music. 


Music, as a performance, is a beautiful art, as a composition, 
on the other hand, it is an art and at the same time a refined 
science, for it succeeds in rendering wonderfully the meaning of the 
content of the poetical works by means of the correct combination 
of musical tones. 


Specifically for the expression of religious sentiments of thanks- 
giving, faith, hope, and love toward God, the music of the Church 
is presented, the Byzantine Ecclesiastical Music. 


Byzantine Music 

The music of the Orthodox Church formed into a system of 
holy character, in accordance with the Christian spirit, is called 
Byzantine, as we have already seen, for it was cultivated and de- 
veloped in Byzantium. 


Having been created by inspired composers, who were dis- 
tinguished as melodes or hymnographers, it was cultivated with 
great caution by the spiritual leaders of the Church and of the 
State, that is, the Bishops and the Byzantine Emperors. 


In accordance always with the tradition of the Orthodox 
Church, the ecclesiastical music, during the first years of Chris- 
tianity, was simple as were the first christian hymns. Later, how- 
ever, following the development of the hymns, it was enriched in 
method and in content. 


In this manner, gradually evolving, ‘it acquired a great bril- 
liance mainly during the reigns of the Emperors Justinian and 
Heraclius( 6th and 7th centuries), when the large choirs of Saint 
Sophia and of the Holy Apostles translated this most perfectly. 


But the epoch, during which the Byzantine Ecclesiastical 
Music reached its apex, was the period from the era of the famous 
hymnographer Romanos the Melode until the epoch of the father 


Ti Music was thought of by the ancient Greeks to be a gift of god. ‘“‘Music of 
the god is a gift it is confessed” (Plutarch from Plato concerning superstition). 


] 


of ecclesiastical music and of the orthodox dogmatical teachings, 
St. John Damascene, i.e. from the 6th until the 8th century. Byzan- 
tine Ecclesiastical Music, which constitutes also the basis of Hel- 
lenic folk music, is considered as the unbroken continuance of an- 
cient Greek music, for as the pro-Christian thus the Christian music 
of the Hellenes have a common characteristical feature: harmony, — 
ie. the monophonetical performance of hymns, in antithesis to the 
polyphonetical performance of European music. 


Chapter II 


Characters of Byzantine Music 


Byzantine Ecclestiastical Music, as all other music, is a lan- 
guage and especially the language of the heart, since it expressed the 
senses of man, naturally, also has the rudiments from which is con- _ 
stituted a language. These rudiments, which Byzantine music uses _ 
for its thorough learning are called characters; its script, on the 
other hand, is called musical notation. For the reading of the char- 
acters or the melody of a hymn it uses special tones, which came 
from either the human voice or from divergent musical instruments. 


The tones of Byzantine music are seven in number. They re- 
ceived their names from the seven first letters. of the Greek alpha- 


bet: ABT AEZH , which were comprised accord- 


ingly in order to constitute easy syllables and enjoyable music to 
the ear. Thus came about these seven tones: 


Ma, Bou, Ta, At, Ke, Zo, Nn, 
The first tone is Ma , for it contains the first letter of the 


Hellenic. alphabet A , second tone is Bou , having the second 
letter B , etc. 

This is the reason, for which in earlier times began the reading 
from Ma , while today we begin from Nn =-Ny, Ma, Bou, Ta, 


Au, Ke, Zo, Nn. ~— because this order corresponds 
more to the internationally exemplary physiological succession of 


tones. 


The characters2, i.e. the signs with which is written Byzantine 
music differ from their duty. Others have relation with the naming 
of the tones, i.e. they show ascent or descent of sounds, while others 
have relation to the time and yet others to the better rendering of 
the melody. In accordance to their work, therefore, they are di- 
vided into three general categories: 


a) characters of quantity 
b) characters of time 
c) characters of quality. 


A. Characters of quantity. 


These are called thus for they show the quantity of the tones, 
i.e. their equality, ascent, and descent. These are ten in all; ac- 
cording to their work they are subdivided into three smaller cate- 
gories: 


1) characters of equality 
2) characters of ascent 
3) characters of descent 


1. Characters of equality. 


There is one such characters, the ison, which is written “=~ . 
It is called an ison, for it neither ascends nor descends, but shows 
equality, i.e. it repeats the preceeding note; for example, if we have 


as a basis the note Nn and in succession follows one or more ison 


then it will repeat the Nn one or more times, analogous to the 


number of ison, thusly: Nn Gsm Gomme Goo Gums If we have a 
Ny Ny Ny Ny 
basis the note Na and one or more ison follow, then we re- 


peat the Ma , thusly: Comm Gueme Gomme Gomme . This method is 
Ma Ha Ha Ne 


also followed for the remaining seven notes. 


2. Until the time of the three teachers Chrysanthos, Gregory, and Chourmouzios 
(until the year 1814) different scripts of notation were used, thatsis heiroglyphi- 
cal signs, cuniform and signs of an alphabet of musical notation. The signs 
(characters), which Byzantine music still uses today, according to the wise K. 
Oikonomos were molded and called thusly by the first Melodes of the Orthodox 
Church, partly from the diagrams of the ancient Greek music, mainly from the 
grammatical signs of prosody (K. Oikonomos, Concerning the pronunciation of 
the Greek language, vol. IV, pp. 434,457). From the notations or characters the 
Oligon, Kentima, and Kentimata are shown to have been formed from the letter 


3 


2. Characters of ascent. 


The characters of ascent are five in number, being called “of 
ascent” for they are used only to ascend the scale; they are the 
following: 

1. oligon, which is written == and ascends one note con- 
tinuously, i.e. after the Nn we ascend to Ma, , after the 
Ila we ascend to Bou , and so on. For example, “~ — 


Bou - 

2. petaste, which is written *» and ascends, similarly, one 
note continuously, only with two minute differences in 
performance as we shall see below. The deeper meaning 
of the use of the equivalents in relation with the oligon 
of the tones of the petaste and of the kentimata, we shall 
see, is the orthography, as exactly happens in a language, 
which govern different orthographic principles. 


. kentimata, which is written ®*\ and ascends one tone 


continuously. 
. kentima, which is written \ and ascends two and three 


notes transgressively.3 
. hypsile, which is wirtten f and ascends four and five 
notes transgressively. 
3. Characters of descent. 


These characters are four in number. They are called “of des- 
cent” for they show descent of notes; they are the following: 


1. apostrophos, which is written ““y and descends one note 


continuously; for example: Nn =y -y —3 7D 
Zo Ke At Ta ° 


] iota, the Hyporre from the letter S , the Petaste and the Elaphron from 


the capital C , the Hypsile and the Chamile from the two pneumata, i.e. the 


psile and the dasia ( = ) GC): iby written modification and enlargement. 


The tson and the Apostrophos is shown that they were derived from the cuni- 
form script. 


3. During the course of the melody it is possible for us to ascend and descent 
two or more notes transgressively, i.e. eliminating the intervening notes. For 


example Ny - Bou, Ha - At, Bou-Za, etc. This manner in antithesis to the 
continuous, is called transgression. 


2. hyporre, which is written § and descends two notes 
continuously, for it is a combination of two apostrophae, 


for example: £= “~} “D ° 
3. elaphron, which is written € —“y,and descends two notes 
transgressively. 


4. chamile, which is written Lis, and descends four notes 
transgressively. 


These, therefore, ten characters, which show the amount4 we 
-spust ascend or descend during the chanting of the melody, con- 
stitute the practical basis of Byzantine music. 


Exercises: Character of amount. Continuous and Transgressive, 
ascent and descent in the natural scale of Ny 


Toward practical exercise of the characters of quantity it is 
extremely necessary that we know some other signs, which are 
linked together with these. The first sign is the diastima, or tonos. 
Diastima or tonos is called the interval between two notes. If the 
interval has only two notes, or tonos, it is called diastima of the 


second (for example: Ny- Ma). If it has three notes, it is called 
diastima of the third (for example: Ny- Bou). If it has four, of the 


fourth ( Ny.—la), etc. 


The second sign is the rhythm.5 The Hymns of Byzantine Ec- 
clesiastical Music, which are known in the musical language as mel- 
odies, are constituted from many characters of rhythm and of quan- 
tity. Each character of quantity in Byzantine music has one value 
and represents one special tone, i.e. it has a certain note. With the 
term value we mean the chronical interval, in which each tone is 


4. In the notes we distinguish two: quantity and quality. The quantity examines, 
as we saw, the equality, the height, and the baseness of the notes; while the 
quality governs, as we will see, their good restitution and quality. 


5. More generally rhythm is order and symmetry, which comes from perceptibility 
throughout the universe. It constitutes an indespensable element of nature (suc- 
cession of day and night, work and rest) and an essential element in all fine arts 
(music, painting, sculpture, poetry). It is presented and becomes perceptible in 
all its appearances of human life (walking, dancing, bodily exercises, heart beat). 
In speech, also, rhythm is presented by the symmetrical composition of syllables, 
words, and sentences. ‘‘Rhythm is an exact composition of beats’”’ according to 
Nikomachos. “Divided times is on each of the notes to be placed in rhythm,” ac- 
cording to Aristoxenos. 


performed. These chronical intervals of tones of a melody even if 
they are divergent, i.e. other are ison and others non-ison, some are 
smaller and others are larger; however, they have canonical relations 
amongst themselves, they are placed with some symmetry. This 
symmetrical combination, exactly, of chronical values of tones is 


called rhythm. 


With this rhythm as a basis we proceed in order to find a mel- 
ody. Toward an easier and more final performance of the melody 
we proceed to smaller subdivisions, which are called metres or feet. 


|, 


This subdivision is arrived at by small perpendicular lines ( 
| ‘ | ; | ), which are called dilatations, the interval from one 


dilatation to another is called metre. Within each metre are found 
certain characters of quantity, each of which is performed within a 
certain chronical interval, which is called beat. This beat is the 
more important sign in music, it is the soul of music. 1.) It is this 
chronical unit of the subject that we measure and calculate 
the rhythm. We accept, that is, that each character of quantity 


has one beat, for example: =] ama 5 4 etc. 
2) When the metre has two beats, the rhythm is called disimos. 
‘When it has three beats, the rhythm is called trisimos, and when 
it has four beats, it is called tetrasimos. 


Also, in relation to the rhythm, we stress that, in order for a 
metre to be performed it must, indispensibly, become a symmetri- 
cal measurement for its beats, through divergent durational move- 
ments of the hands. 


The number of the movements is examined from the type of 
melody, i.e. whatever the number of beats are, that will be the num- 
ber of movements. Thus we have arrived at the major three metres: 
1) Metre of two beats (disimos rhythm), 2) Metre of three beats 
(trisimos rhythm), and 3) Metre of four beats (tetrasimos). 


1) Metre of two beats. When the metre has two beats it will 
be sung in two movements. The first movement is down- 
ward, accordingly with the course which the arches show, 
and is called thesis; the second movement is upward and 
is called arsis. Of these the thesis is the stronger. 


2) Metre of three beats. When the metre has three beats, it 
will be sung in three movements. The first, which is 
stronger, is called thesis, the other two arses. The first 


is downward, the second toward the right, and the third 
upward. 


3) Metre of four beats. When the metre has four beats, it 
will be sung in four movements. Of these the first, which 
is also called thesis, is downward, the other three, which 
are called arses, the second toward the left, the third to- 
ward the right, and the fourth upward. 


The type of metre is noted by the number 2 if the rhythm is 
disimos, by 3 if the rhythm is trisimos, and by 4 if the rhythm is 
tetrasimos. 


eae! ee. e | 
eo. ais 


Oi. Gan Git, eves Se |) Bee | 


cee ew | Clee c_ | 


4 
cee il 

Finally, in accordance with the rhythm, we stress that, alterna- 
tion of rhythm is possible in one and the same melody. While we 
start with disimos rhythm, however, we encounter a tetrasimos or 
a trisimos in the same melody; again arriving at the disimos. 


This happens many times in melodies of Byzantine music, for 
their rhythm is depended on the stress of words and is thusly called 
_tonismos,® in antithesis to European music, which does not con- 
sider stress of words and of which the rhythm is called prosodical. 


The third indispensable sign toward the practical exercise of 
Byzantine music are the martyria of the notes. Martyria are the 
signs, which display the notes to us. The martyria are certain sym- 
bols, which give us the nomenclature of each note. Each martyrium 
is consisted of two signs, the main letter of the note and the sign, 
which is called martyrical sign. The martyria are eight in num- 
ber, as many, ie., and there are notes in Byzantine music. They 
are the following: 


y nm 6 rf 8 kK B’ » 
A og x~nmrh Gan 


The martyria in concern, which are used by the tunes of the dia- 
tonic gender, as we shall see below, are called diatonical, in anti- 


iz 


6. ‘We rejoice in rhythm, for the mark and ordered number having and moving us 
orderedly. More familiar is the ordered movement in the nature of disorder by 
the habit in manners we rejoice.’”’ according to Aristotle. 


vi 


thesis to the chromatical. 
Indispensibly they are used: 1) in the beginning of each hymn, 
where we receive our basis, from which we will start the chant; 
2) in the end of the hymn, in order to know the final note; and 
3) during the course of the hymn, or at the end of each musical | 
phrase, in order to assure ourselves that the chant in proceeding © 
well. J 


A oNy Ma Bo ro A Qe Ke Zo Nn 99 


With all the above mentioned as a basis, we come to the prac 
tical exercise, using, from the beginning, the characters ison 


( Cum & O ), oligon( = = ascent of one note) and apos- 
trophos ( —y = descent of one note). | 


In the exercise in mention the rhythm is disimos, where the — 
movements of the hands will be two (down and up). The sign in 
which we direct our attention is the strong connection, which mus 
be found between the first and second movement and the recited 
note.” Both, that is, have to be done at the same time. Intelligibly, 
therefore, is that each character must be performed in one beat. 2 
Disimos Rhythm 


a Or oe pete nee eee 
Nn Nn Na Me Bov Bou Ta To 


tak, Beh) Beet) ik | 
Aw A & Ke Ke Zo Zo Nn Nn ?? 
(a + |e _ a 
Ny Nn Zo Zo Ke Ke At At Ta To 


5+) St | my cow 2 | 
Bou Bov Tia Ne Ny Ny 
Disimos Rhythm 


y i ee ees er 


2 
ey Nn Na Bou Ta At Ke Zo Nn 9? 


Nn 2@ Ke At Ta  Bov Moa Ny 
i 7. Being called accented rhythm in Byzantine music we mean the exaltation, 


which is given on the accented syllable, i.e., there is an acc nt of words, it must | 
also coincide with the strong portion of the metre, or the th: -is. 


Disimos Rhythm 


dt 


es ianes Fae en eee | remaee | 


Al_ —| | i ae as, S| 
cue Sama: | - SEED cee cee am Died 
FA mare Sa? oP 


phage tensa — si— 


=335!/15—! ik: ae ia 


lace F ii 
“2 oP, 


—3=!55/55/—-<— y| 


Side by side with the signs, which have been brought forth 
thus far, in accordance with the reading of Byzantine music, is 
found another, called hyphen. This is a curved line ( wu” ) 
which joins together two characters of the same acuteness and 
gives the value of the second character to the first, (as precisely 
happens with the union of duration in European music). 


Disimos Rhythm 


4 Pn tees’ we ten’ 
Nn y Ma « Bou ov Ta o 
/ 
we IN ey de a a a Ve 
tee ‘ eo / Ww 99 has 
Av t Ke ¢€ Zo o Ny Ny 4 


9 


= alae las Ie! 4! y| 


Zo @ Ke € Au t Tae a Bou ov Ila a Ny 


5 dh ea! tam’ apf 


Cink Cs | a ae nea eed ete A | 
Pod Sd eas 


, | 
a any =| ee a 


Concerning the petaste 

Similarly, as we saw in the beginning, beside the oligon, there 
are two other characters, which ascend one tone continuously. 
These are the petaste and the kentimata. Of these the petaste is 
performed with a slight quivering of the voice, or during the musi- 
cal excursion we quickly approach the immediate acute note with 
an immediate return toward the former. Analogous, it happens to — 
the double eighth-note of European music. Exercise: 


eas eats Coll Cae. Sr 
“— * =e w™ 99 


a a oe Reaves 


Finally, the kentimata are used when we ascend continu- 
ously; also, as we shall see, when we must repeat the same syllable 
of the word. Exercise: 


4 y con | Comme S| Ganmar %% 1 Geen A | ns 
dh dt 


heme S| Core V% | Cxsemay Gascsees yo | 
— 92 


Composition of Characters 


With the above mentioned ten characters we are able to as- 
cend or descend, one, two, three, etc. notes continuously. How- 
ever, there is no character, which ascends or descends two or more 
notes transgressively. Because of this the so-called composition of 
characters was invented, throught which we place two or more 
characters arranging these analogous. Thus, there proceeded the 
forms of composition seen below, by which the melody of Byzan- 
tine music receives its fulness. 


a) Composition of notes of ascent: 


: ® Sem=? 2 notes 
®& 
rene m9 3 notes 
a Z 
feo 9 4 notes 
L_ £ 
8 5 notes 
al oy 
a notes 
ft 6 t 
4 p 
— «+» 7 notes® 


b) Composition of notes of descent: 


3 notes 


4 notes 


6 notes 


7 notes 


>” 
are 
Mk eau 
= 
a 


Continuous and Transgress Variations9 


Before we study whatever musical hymn, we must know this 
first through the recitation of the characters and consequently 
8, There is a composition beyond the eight notes, also, as «—mmmme of a) 
which equal eight notes, etc., except they are used very rarely. 


ne 

9. Variation (from the verb TAPAAAGGOW ) means a transmission from 
hand to hand, conveyance. This transmission comes about by the application of 
syllables of notes on the engraved characters. 


II 


through the syllables of the hymn. The first form of the study, in 
other words, must come from variations, which are divided into 
continuous and transgress. Continuous is that one, as we have al- 
ready seen, through which we rise from one cord, tone, to the im- 
mediate higher or lower one. The exercises up to this point have 
been written in continuous variations. 


Transgress variation is that, as is well known, through which 
we ascend from the one cord to the other transgressly, ie., we 
eliminate the intermediate characters. Because toward ascent of 
two or more notes we use the composition of the characters, there- 
fore transgress can be called composed variation. 


Characters of Time 
As we have already mentioned, in Byzantine music each char- 
acter of quantity represents one beat; for example, the «@ has one 


beat, the xmas has one beat, the «== likewise has one beat, the 
amey also, etc- 


The richness, however, of the melody creates the need of aug- 
mentation or decrease of each beat. Therefore, as soon as the writ- 
ing of Byzantine music found the road of its simplification, especial- 
ly a special class of characters with divergent signs occupied the 
discoverors. These characters according to their work are dis- 
tinguished thusly: 

a) Characters which augment the time, 

b) Characters which divide the time, and 

c) Characters which divide and augment the time. 
A) Characters which augment the time. 


These are four in number: The clasma «3 , the single * , 
the double - - , and the triple. ... 


Of these four, the clasma is placed either above or below the 


characters, Ca aww ; the rest below, == 
—— meme - 
ae a&& 


The clasma and the single add one beat; therefore if we have 
an oligon with a clasma or an apostrophos with a single, then we 


will have a disimos beat, or one beat for each character ( “== or 
«em ) and one beat for the clasma or the single.10 Finally, i 


10. A double adds two beats, or each character with a double has three beats, it 
is thus a trisimos ( 


3 See 
2-12 


we have an oligon or some other character with a triple ( “=== 4 


), then we will have a tetrasimos time. Exercises. 


am 1 eR 
5 A eS ee ee Be 
dh Nn Tla Bou at 
~viole|yiy sISloisyisyl 
rare ae oe 64 Beane Saris Cha | aE 
9 YY tere | Hl le A 
‘ ‘A 


53!+!53/5%! 


os Nn Tia Nn . 


= ene a ~ 


wing so onatng Hl 


Triple Metre 


7 y ae a ae: |e ey eee eer ee, a 
Ny Nn Nn Ma Aa Me Bov Bov Bou 


Toa At - 
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B) Characters which divide the time. 
The characters which divide the time are three. The gorgon, 
which is written [ , the digorgon, consisting of two gorga 
rc , and the trigorgon, consisting of three gorga we 

1) Of these the gorgon divides the time into two parts, each of 
which represeats % beat, and is placed on the second char- 

acter. Accordingly to this, we know that the Gem or the 

eam or any other character of quantity alone has one 
beat; however, when on this is placed the [then is be- 

comes a % beat, for example Gomme 2 ! beat, Kaalee 

% beat. Thus in order to complete indispensably the 


whole beat, two characters are needed, as the following: 


Comme Colne © Commy Exercises, 
Double Metre 


14 ne oe reg a (ee ly | 
ed nd 


fg ~ 7 


Double Metre 


ann . €@8%5zy sien 


Y Camm ot (ee ee 
15 &h 


cr r r v a/ 
2) The digorgon divides the time into three parts, ie., it joins 
three characters and is placed, as is the gorgon, on the 


second character. For completion, therefore, of an entire 


beat, three characters are needed, thusly: , ce 


Exercises. 


Double Metre 


16 dt en!” ae 
y a 


ee eee ae ee 


ee 


[. 
E 


fe yee 


r 
ae ean Cy Co ee ae ae 
~ 


rf r 


i 


15 


Double Metre 


17 Yo gece as) 


c) i oo 


/ f Z 


3) The trigorgon divides the time into four parts, ie., it joins 
four characters, which must be performed in one move- 
ment. It is placed, likewise, on the second character. Con- 


sequently, in order for an entire beat to be completed, four 
characters are needed: 


Exercises. 
Double Metre 


y a i a oe C0 ee) Sins pe a! 
8 , y ~ 7 


a ee ewe Sie ae ae ee 


enn ae, eee ee AI eee ee ee ee 
dh 


Oe eee ey ae Pally ae | 
am Cosy Gomme Gomme Gone Coney Genemee Gem y’| 


29 
fv a 


16 


FL me ee ee 


© & 
a 


= OF ese ese ee ae ria aly ay aa . | 


é ‘ : Ley 
ay any ey any ay ee | ay Commer Come Somer See Gomme Comey Somes 


aaa | 
Double Metre e af | bt 


s) | a lei 


wh £ “ 
— 3353555701 SOOO 


a y || 


ht 


C) Characters which divide and augment the time. 

These, also, are three. The argon “1 , the hymiolion or tri- 
imiargon 4 , and the diargon “4 . These three characters are 
used only in one script, namely, they are placed above the oligon, 


. 
wile oa 
cause they have a double job, they are called characters which di- 
vide and augment the time. 


having below kentimata, thusly: 


1) Of these three, the argon ( 71 )has its own value in rela- 


tion to the gorgon and the clasma, they work as the gorgon 
on the kentimata and the characters before them, as the 


clasma on the oligon, thusly:¢ ase re feo! 
Exercises. “ 


Trisimos Metre 


Y | eeeeme prac ey 
Oh RN 7 eTw eR wW 


2) The hymiolion or triimiargon ( 4 ) works as the gorgon 
on the kentimata and the characters before them, as a 


double on the oligon, thusly: & 4h < 
i a 


Exercises. ; 
2 A BOW AT oe 
L, ‘ e 
* x's = 
. Along | ms ¥ i 
= oa 2 S| es 


3) The diargon ( 4 )works as the gorgon on the kentimata 
and characters before them, as the triple on the oligon 
thusly: r 
ie eee ee Vo — 
Exercises. VV ane 


oi .o™ 


Soe any a cies ee 


eo 
i 


Relation of Characters of time with the corresponding 
sign of European music 
Attributing greatest meaning to the understanding of the 
rhythm, below we compare the characters of time of Byzantine 


with European script. 


1) Characters which augment the time 


he of 
canes 
ee 


eos 


2) Characters which divide the time 


Come Cay 


ra 


i 


ai; 
Free 


3) Characters which augment and divide the time 


a a 


A} 


Ha ee 

ee. ge zi . 
aw FTN EPP 
WH — = wo =p oO 


Concerning Rests 
The rests, otherwise called the siopai, consisting of characters 
of time, are indispensable to the melody, when this requires the 
interruption of the reading of some beat. 
Toward a more full understanding of the rests, we compare 
these toward the corresponding characters of European music. 
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Rest of one beat e 


Rest of two beats Vv 


Rest of three beats Ye 


Rest of four beats \e. am |] 


Rest of % beat r 


Exercises: rest of one beat. 


i. feces gl aN Ae ee lee. OT 
h eS i 


Rest of two beats. 


24 hh a Xs —\-! am \ o6 —\ 


se NG , a\elokue ses Was ee Ns ¥ | 
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ee es ee eee ee 
N . = \o =a er oon a 


Analysis of certain scripts 

Many times in Byzantine music we come across certain scripts 
with altogether divergent characters. This came from the richness 
and variety of the rhythmical movement and of other characters of 
quantity and quality, which, toward the most exact performance, 
had need of correct position and script. Thusly, besides the others, 
there came into being these newly-mentioned scripts, into the trans- 
lation of which we shall now enter. 


a) During the extent of the melody, the kentimata, many 
times, are found above or beneath the oligon, namely 


AS 
—I In the first instance ( a, ), the oli- 


gon is performed first and the kentimata follows, 3% 
~ mum  «. Likewise, in this instance, the kentimata 


are used toward a repetition of the same syllable. 


wl ie yy’ | ~ 


~~ WR od ar tw 
stl o555/e 55/52 /5->5 
a vl 


b) Also within the melody, we see again that the kentimata 
are found beneath the oligon ““4Q”  . Then the ken- 
timata are performed first and the oligon follows, 


Rw 


Finally, in these two Instances, many times it happens that the 
gorgon is found ( A , sma ). Then the gorgon works on 


the kentimata and in these two instances, : Ax oS 
@meway sy 
r . ~ 
_—— amazin WY and a pot é BW omy 6 
* 


c) Many times, during the performance of a hymn, we come 


d) 


across the well-known hyppore( J), having above it 
a gorgon. In this instance the gorgon is placed and is 


which divide the time, is always placed on the second 
character, thusly: c , =< an aon ; 


Finally, in relation to the translation of the script, we 


bring forth another instance, more commonly used in 


Byzantine musical notation. This is the script yea 


We already know that if we only had the @ then the 


time would be disimos. In this instance, however, the 
gorgon always placed on the second characters will com- 
prise the oligon and the character before it, namely the 
clasma; likewise, the ison with the clasma has 1% 
beats, the oligon 4. Thus, the disimos is completed. For 


a more complete understanding of this somewhat many- 
ay 


ee 


sided script, we advance to a simpler analysis: 1y 
72 


r r 
Cn ed Gonscame Qocomy ARSENE 
y -. sr y The same happens exactly 


when there is a single a 2 . This musical com- 
2 


1% 
position we can parallel with the representative from 
European music, namely: 
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) ez ch 


et 
ae" | 


In this second instance, the same thing happens exactly, 
as in the first, with the difference that a single is added, 


2) Come ee 


ii 


we will have not three beats, but 2% and #( @ et. ): 
& 


Continuous elaphron 
Within the musical richness of Byzantine music, we discrim- 
inate the instance of the continuous elaphron. This is comprised 
of the elaphron gap and the a ae ate which is placed be- 
fore it and next to it “=yg==~ . Only when the apostrophos if 
the elaphron is found, we ane this form, otherwise they would be 
performed separately, according to their own value. 


The continuous elaphron has wholly peculiar form of per- 
formances, during which the elaphron is converted into two apos- 
trophos, the ape eee having the position of a gorgon, thus: 

a—aggy 5 nny =: 2 Easily understood is, that before the 
continuous elaphron, there must be found another character, con- 
nected with the ae having above it the gorgon 


Exercises. 


03 an Pa Sea rae 
J dt 


& 


ome My easy easy Nam a | na | 


— vl 
: A ef / Cc 
Ve 
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f c 
I St a ae Bes a 
re | re | tc & v || 
ome Fm lemme J ecomny | cme J Cee 
AH 
Rhythmical form 
TT RS 
" 7 1K 
Disimos Rhythm 
teow r ro, c a) re 
31 Yee | ~——!-5 A! 
7 or ; 
~ tle tls vile Si) 
oe | ww rc | r | Cy oo y || 
>P naa | ™ “> “> “> —~ 8 


Rhythmical form 


Rhythmical form 


r 

Cosc ne 
eg 

28 y 


Trisimos Rhythm 


dt cs 


eitghints 
oe 


Rhythmical form 


Rhythmical form with a continuous elaphron 


ot A 


/ 


ee 


SII alae a dE 


Different exercises of transgressive ascents and descents 


a) Intervals of three.11 
1) Ascent of two notes by the kentima is found before or 
under the oligon _ or “and by the oli- 
gon placed above the petaste, => ° 


2) Descent of two notes by the elaphron = . 


lS! 


Si. bl lS 


Ph mm 


11. They are called intervals of three, for from each one until the other note, 
there are three characters. This happens with the intervals of four, five, six, seven 
an eight. Or, when we have four characters, then the interval is called four, five 


for five, etc. 
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enloH—izlsl=s<A4l 
: sh 


ee te a 


aes 


For the application of the intervals of three, we offer the fol- 
lowing hymn, taken from the Anabathmoi of the Fourth Plague. 


~ Anabathmos 


ed ey ae a ae ene eee ey ae 
TOC Lov o &X 8po OG 


Ex ve o ™m 
mu o ech _ thros 


Ek ne o ti tos 


a) 
am wl ly ALY. HI Come ny | BE | may aay | 
ae 
ME. Tet pa Cet A Taig nn 80 vac PAEYEL 
me pi ra zi tes i tho nes  flegi 
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Sosa nal tt Ja. f <2 _ Tee 


~ 6 = 
Me E yo S€ T& ot Owe dA 
me e go the pe pi thos 


w 
ww | 
év oo. Ku pie e tPO Tov LOL Tov Tov 
en si Ku ri e tro pu me tu ton 


From this juncture all the hymns which are to be found in the - 
book will have the English transliteration printed below. 


b) Intervals of four, i.e., ascent and descent of three notes. 


1) We ascend three notes then the kentima is found above 
the oligon or petaste pa ae » «ry , and 
2) We descend three notes when within the elaphron there 
is an apostrophos 
P P C=57 
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A Hymn for the application of the intervals of four taken from 
the Aposticha of the F, ourth Plague. | 


+ ad ~ | wW 
4] Y awl melt) oy) we — = | 
Xa at pe 2 ov « ye tot 
Che e re Sj on a gioit 


+ 
Mn mp tov EKKAN ot av Oc 
Mi tir ton ekkli si on The 


| OU Ka ™m Ky ™ pt ov =U OU yap ¢ 
u ka ti ki ti ri on i 1 gal e 


4 


S— Eq TPG ™ ha x & ow Liap TL wv 
the xo pro ti a fe sin a mar ti op 


Thee a tis a na sta a se OS 


29a 


c) Intervals of five,ie., ascent of four notes by the hypsile 


placed to the right of the oligon or the petaste, 
or and descent of four notes by the chamili \ 


A Hymn, for the application of the intervals of five, taken from 
the Doxology.12 


SerEav T TO @¢ 
Tho xa Si to di xan ti to fos 


& eS | 
50 Ex ev vu Yl  otoig Ge w@ KML 
Tho _xa en i psi stis The o ke 


€ TEL yng el pn wm iy db EV av OpaTotc 
e pi ghis e ye ne en an thro pis 


—~—/S/ 5 yl 


EV 50 Kt a Jd 


eftho ki 4 


d) Intervals of six, ie., ascent of five notes by the hypsile 


placed to the left of the oligon or by the petaste 
or 


f y and descent of five motes by the apostrophos, 
placed under the chamili Nant ang 


7 i A ee KIL vy) 2 


jd 
12. It is called Doxology for it starts with the words “Glory to Thee, Who hast 
shown forth the light.’ 


3] 


A Hymn, for the application of the intervals of five, taken from 
the Doxology. 


6 V dy lapeplegeelet Aloe mlas ay 
&/ 


Ku pt €& Ba ou Aév — TOL pa VL 
Ki ri e Va_ si lef e pu ra ni 
A 
[Pa || ee ee | 
€ ©O& ¢ Ta tep nav to KP& a a TOP 
e The e Pa ter pan _ to kra a a tor 


% o 2 > >) a4 
Kv pt € Yto€ Wo vo ye vec q I 4 
Kiri e e mo no ge_ nes I i 


— a5 5 oe! — A! aw | 
cou OU Xpt . ote Ka a 


yu ov I[lvev 
su u Chri i ste ke a ai gi 


on Pnev 
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aX 4) | 


uae dt 
ma 


e) Intervals of seven, na 


mely ascent of six notes, the hypsile 
placed on the right a 


nd the kentima in the middle of the 7 
oligon or of the petaste a L Ay 


scent of six notes by 
the elaphron 


and de. ? 


the composition of the chamili and 


ew | Ww 


5/5/55 /5/— v | 


Hymn, for the application of the intervals of six, taken, like- 
wise, from the Doxology. 


4 ta Alene! Coan 44! 

Ku pte Ka TX PU yy dt —& YE ll uF 

Ki ri e ka ta fi gi e ge ni i 
Ce my! IN olin es 


8c ww ay 
this i min 


¥ yl 
YE VE an Ka Ye VE « 
en ge ne a_ ke ge ne a 
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bs ee Cie le ee es — —!| | 


AEN GOV 


YO Eel TH Ku pt € E 
e go ipa Ki rie e le i son 


ZT deen | | oe 8! | | 
= 23 => 


om 
L @ oa tTyv wpoxy nv pov Oo TL 7 Hap 
i a se tin psichin mou 0) ti i ma 
/ 
SIs vl 
TOV ZO 
tton Si 


f) Intervals of eight, ie., ascent of ‘seven notes, the hypsile 
and the kentima found above and the middle of the 


oligon or of the petaste x £ and de- 
quam ) a] 3 
notes by the composition of the chamili of the elaphron 


and of the apostrophos. — 
a ] 


Hymn, for the ap 


plication of the intervals of eight, taken from 
the Doxology, again. 


Tipo of ¢« Eon 


™mv Se Nn ou 
Pro sthe e xe 


tin the i. sin imon 


Oo ka On HE vog eK &€ Eu @v tou Mea tpoc rh \ 
Oo ka thi me nos ek the xi on tu Pa tros = ¢ 
( 
ie ae ee ee 
CT Da => rs G 
Kot ¢ AE n cov 4 Lag | f 
ke e e 1 son i mas : r 
Exercise, Consisting of all the intervals of the tety asimos time | t 
* On ee “ 4 
~ ~~ FP A ] é 
tens L . € 


Elliptical metre 


It is called the first metre when it is not complete, but some a, 
movements are missing, accordingly with the value of the metre. i 
For example, when we have a disimos metre, in the elliptical metre 
we begin with one character, which is able to be completed at the 
end, when the metre will be, also, elliptical. In such an instance, 
it is self-understood that we start from the arsis so that the thesis 
of the proceeding metre will be performed in the thesis. 


Z x af 
51 Y coe pe | el egy | ee ae! y | 


2? 
gol 5'5 oo pt doa 


fi 


Characters of expression or of quality 


These characters play an important role in Byzantine music, 
for they aid in the betterment of expression and rendering of the 
melody. Without the characters of expression, the melody of what- 
ever hymn will be monotonous, and likewise unenjoyable. These 
characters do not have time, but by them is extolled and is sought 
the manner of the recitation of the notes. Because of these and be- 
cause of the marvelous expressive quality, which they give to By- 
zantine melody, they were called tropikai. 


Of all concerning these that we have said and of the practical 
experience, which will convey the reader, one is led to the result 
that these six characters of expression, or others not having time 
being called substances, were saved until today by the phonetical 
tradition by the best flourishing chanters and teachers during the 
epochs of ecclesiastical Byzantine music. 


a The characters of expression or of quality and other untimely 
| substances are, as expressed, six: 


The Bareia ‘NR 


The Homalon —-g 


The Antikenoma “"~> 
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The Psifiston ~ 


The Heteron or Connector (Syndesmos) 


Fommron9 


The Endophonon ~ es 


The duty of these characters of expression: 


1) The Bartia of al] the others j 


eceeding and proceeding | 
character, It is placed thusly: \ HY Ac . 


Wes Ves | 
2) The Homalon, 


oe PRR Saaiokaenes oe 


of the positions 
haracter having 


a clasma, thusly hemes pare and b) beneath two 


characters of the same acuteness, thusly af 


=f ag —F 


3) The Antikenoma js 
neath certain char 


? 


placed according to two manners be- 
acters of quantity: a) beneath the oli- 
ound in the so-called weak part of the 
also produces a shaking (liveliness) of 
M 1 Foe — EEE - 
the voice, thus Geum — > b) in the str ong 


part of the metre beneath the character h 


aving a single 
and following a descending character with a gorgon 
r 


metre,13 when it 


‘onounced, in some 
13. As we have alre 


As OS beat we have a thesis and arsis. The oe 
thesis is directed downward and the arsis upward. Of these the thesis is stronger 
and comprises the metre and the arsis is weaker and com- 
Prises the weak porti 
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manner, as hanging: 


4) The Psifiston always placed below the characters pro 
duces quickness (liveliness) in them, in antithesis toward 
the following descending notes, which must be weaket. 


b ~ 
a) a ————— ee 2? —, Y 
= Be 


b) i an ~ ey _ ~~) 
N pe na ae 


5) The Heteron or Connector. This always joins different 

ascending and descending characters, which must be 

brought forth with sweetness, slight wavering of the 
voice and undivided. 


= 
r \\ w 


Re 
b) t—— ————" c) aE waren d) oe er) 


e) See, Ga 


6) The Endophonon. This is placed below the characters and 
is performed with a closed mouth, usually. 


2 3 
” por i de 


Natural Diatonic Scale 
It is known that the notes in Byzantine music are seven. If we 
add one more we will repeat the first, when there will be performed 
a scale of eight continuous notes. The continuous scale therefore, 
of these eight notes, or otherwise called a chord, is called a scale 
(scala). The first note or chord is the basis of the scale, from which 
the entire scale takes its name. Because of this, the scale has its 


basis Nn is thus called the scale of Nn , that which has its basis 
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Ma is called the scale of Ne« , that which has its basis Ta 
called the scale of Ta , ete. 


is 


For an easier understanding of the intricate scales of Byzan- 
tine music we must begin with the natural diatonic scale of Nn 


which is a comparison of the natura] scale of Do in European music 


> 


It is called the natural scale or diatonic, for it is comprised of 
natural notes, which each represent a note. 


Besides the eight notes, a scale, and the natural scale in sub- 
ject, has seven tones or intervals, which comprise the space from 


one note to another; for example Ny -Na is one tone or interval, 


Ma-Bou is also one tone, Bovu-Te likewise, etc. On the one 


hand the note represents one sound, on the other the tone is the dis- 
tance from one sound to the other, 


The Intervals of the natural diatonic scale are called n 
and differ amongst themselves, Le., 


smaller. Analogous to their size and th 
into three groups of tones. Thus the ] 
the smaller elasson tone, and still sma 


atural 
other are larger and other 
eir sound they are separated 
arger group is called meizon, 
ller the elachistos tone. 


The natural diatonic scale has three meizon tones: 


Fo-Ai, AvKe  ; two elasson: Mo-Bov , Ke-Zo, ; and two 


elachistos tones: BouvlTa , Nnyn-Na . These intervals or tones, 


according to their size, have certain sm 


all musica] subdivisions, 
which are called moria or kommata. 


The three Byzantine teachers, who, in the year 1814, brought 
the Byzantine notation from the old to the new script, defined the 


Conservatory School 
1881, working with 
f these intervals of 
moria to be: Meizon 


12, Elasson 10, Elachistos8; this division is also used today. 


wledge of the meaning of the scale we 
le is composed of two tetrachords,14 


ee 
14. Each tetrachord is composed of four cho 


rds or notes, i.e., Nya, Ta-At, 
Bovu-Ke 
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Rr Ce 
% 


From these, that which comprises the bases notes is called base 
tetrachord, and that which comprises the higher notes is called 
acute tetrachord. For example, in the natural diatonic scale the base 


tetrachord is the Nye and the acute is AtNyn ~~ The 


‘nterval, which separates the two tetrachoids, or the interval Te- 
Au, remain. This, because of its role, is called the separating in- 


terval or dividing tone; it is a meizon in all the scales, i.e., it is com- 
posed of twelve moria. If we are careful of each tetrachord of a 
scale we will accredit that the total number of its moria amounts to 
30; thus the total number of a scale is 72, for two tetrachord of 30 
each are 60, together with 12, the seperating tone: a grand total 


of 72. 


Signs of Alteration 

In addition to the characters of quality and quantity, about 
which mention was made in the preceeding chapter, in Byzantine 
music there are certain signs, which change the acuteness of the 
natural notes toward more base or more acute. Those which lower 
the tonical interval are called flats (hyphesis), and those which 
raise the tone are called sharps (diesis). Thus, the flat is the low- 
ering of the tonical interval by half a note. The sharp is the raising 
of the tonical interval by half a note. 


Signs of both are: for the sharp gf > for the flat 


These signs, which add a greater grace to the hymn, are di- 
vided into simple, monograms, digrams, and trigrams. Each line 
adds or subtracts two moria. As the single sharp raises the tone by 
two moria, the monogram by four, the digram by six, and the tri- 
gram by eight. 


Because of this, results the following chart of sharps and flats: 


single monogram digram trigram 
sharps d 3 3 il 
moria 2 4 6 8 


flats P Q £ £ 


According to the above mentioned, if we place a single on an 
acute note of a meizon tone, for example, a flat, then we subtract 
two moria and from a meizon we change it to an elasson (12-2 
equals 10). 


If we lower the same tone by a monogrammic flat, then we 


AO 


subtract four moria and we change it to an elachiston (12-4 equals 
8). 

If, finally, we lower it by a digrammic flat, then we subtract 
six moria and change it to a meizon # tone (12-6 equals 6), 


Both the signs of alteration work only on notes, on which they 
are placed; thus, when we see, during the course of the melody a 
note, originally with a sign of alteration following without it, then 
we will perform the first changedly, the second naturally, 


CHAPTER III 


of music, which together with the components comprise the expres- 
sion of the tones ( fixes), about which mention will be made 
later, Accordingly with the martyria of Eucleides15 the ancient 


Greeks were used by the church in its music, as agreeing wholly 
with the spirit (pneuma) and character of Christianity, 


Of these, the diatonic family follows the so-called entire (dia- 
pason)16 scale, wihch is constituted of two like tetrachords which 
are separated. 


The chromatic family has two scales; one for the Second Tone 
(fixes +) and one for the Plague of the Second Tone, or Second 


Plagal. Each of these is comprised, similarly, from two separated 
tetrachords, but the chromatic, as we shall see. 


The enharmonic family is distinguished by the scale, which has 


15. One of the seven ancient Greek Musicians. He was born in Alexandria, Egypt, 
Or according to others in a city called Gela of Sicilia. He reigned high 322.300 
B.C. He was a mathematician and famous Musician called the Father of Geo- 
metry and taught Mmathemati¢s in the reknowed School of Alexandria. {n his 
Various writings are Saved some things concerning Music, in Which the “Intro- 
duction to Harmony’’ where he talks of chords of three families. 


————___ 
16. It contains al the chords or notes of the scale, i.e, Y tN igi yee v’ 
\ ‘ 
A " 2 


4] 


third and fourth moria.t7 The enharmonic scale has, likewise, two 
arated tetrachords, each of which has, as the others, three tones. 


sep 
These three families, as we have stated, were used in the 
Church by the arrangement of the holy art of St. John Damascene. 


Because of this it is easily understood that in order for a tone 
to be formed, indispensably, it must be based on the tetrachord. 
Fach tone, therefore, has its own tetrachord, which undergoes cer- 
tain special subdivisions. Some of the tones, however, have some 
relation in light of their tetrachords. These tones which comprise 
a relative group create the family, which, consequently, is depen- 
dent upon the division of the tetrachord. 


Likewise, as a result of all these things mentioned if it results 
that a family is a total of tones, which have this or a relative di- 
vision of tetrachord. Analogous with the division of those tetra- 
chord, the three families came about, as we have described above. 


Generally Concerning the Tones ( “Hyxev ) 

The music of the ancient Greeks is distinguished by the numer- 
ous types of its melodies. Of these, the Eastern Orthodox Church. 
chose only eight, to which they gave the definite form under the 
name “Tone”. From that time they were saved, preserved and con- 
veyed to the ones later under this beautiful name. T he fundamental 
therefore, law of Byzantine Ecclesiastical Music remained in eight 
tones, which Bishop Mediolanus Ambrosius and afterward Gregory 
the Dialogue used. 


Of these, the first consecrated the names of the first four tones 
as: First, Second, Third, and Fourth; the latter completed these 
by other related names using the term Plagius. Thus there resulted: 
plagius of the First, plagius of the Second, Baris18 and plagius of 
the Fourth. These eight tones are divided into two: 1) into majors, 
which are the first four and 2) into the plagius, which are the 
remaining. 


Between the major and the plagius tones there is an immediate 
relation, for each major tone has its plagius. The basis of the major 


17. The mere intricate subdivision in Byzantine Music, which because of its 
minuteness cannot be performed by the human voice: therefore, the enharmonic 
family was preserved under the guise of the diatonic family. 


18. It was called baris and not Plagius of the Third for it has, as we shall see, 
the lower scale of all the tones. 
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times, as a basis Ke . If we descend from this one tetratone (fifth : 
clear) then we will find the basis of the Plagius of the F irst Tone - 


An €xception to this rule is the Baris Tone, for jt has as its 
basis similay to its major, the Third, oro g Because of this jt was 
not called the Plagius of the Third, but Baris, as already stated. 


C Oncerning the Phthoraj 
Because, many times, the melody as sweet as it is causes an 
unfavorable impression, because of its repetition, the musicians 
perceived certain signs, which can change the course of the chanted 
hymn; this led from tone to tone and from family to family. This 


Hence, phthorai are signs, through which we jump from tone 
to tone and from family to family ( yévoc ); 


If, for example, we chant a hymn belonging to the Plagius of 
the Fourth Tone and during the course of the melody, we wish to 
use the Second Tone, then we place the phthora of the Second Tone 
and continue chanting with the intervals (diastimata) of the Second 
Tone. Because indispensably we must return to the original tone, 
whence came the melody, Le., the Plagius of the Fourth, then we 
place one of the Phthoras of this tone, and thus return, 


Each family, as it has its own martyria, thusly has also its own 
phthorai, 


The phthorai in use are 13; of which eight belong to the dia- 
tonic family, four to the chromatic, and one to the enharmonic. 


The diatonic phthorai are the following: 
Ny Te Bou roa At Ke Zw Ny 


o Ff g¢ ¢ an 6 “3 "Bb 


The chromatic phthorai are the following: 


At Nn 
1. of the Second Tone 3 3 
2. of the Second Plagal Tx At 
-O- 


_- The enharmonic phthora is one p . This is placed on Zo 
and always places it in a constant flat. 


What is the position of the Phthorai? We must place the 
phthorai, because of order and style, in certain position beneath or 
above the characters. Thus when, during the performance of the 
melody, we ascend, the phthorai, usually are placed beneath the 


characters of quantity, for example: Y mms gy =y “3 =—— 
_”, A 
as fei - when we descend, they are placed above, 


& w 
for example: P <2 —_— = =~) % 


Finally, since we must go from one tone to another by some 
phthora, this must be placed on the natural note of the base of the 
tone, to which we wish to go. It happens, however, many times, that 
the phthora is placed on another note, adjacent, or next to the cord. 
This in Byzantine Music is called paracord. If, for example, we 
chant a hymn of the First Tone and we wish to go to the Plagius 
of the Second Tone, then we must place the phthora of the Plagius 
of the Second Tone on the note Ma , which is its base. Many 
times, however, it happens that the phthora is placed on Bov 
which is adjacent to Ma (paracord). 


Paracord, therefore, is the position of the phthora not on the 
natural note of the base of the tone, but on another next to it. 


Concerning the Chroai 
The chroai are certain signs, which, used during the course of 
a melody, affect only certain notes, changing them. 


The chroai, because of their subtlety, came about throught 
special attention and care by the ancient Greeks and by all the 
great musicians of the pro-Christian era. 


Thus, the famous mathematician Claudius the Ptolemaios suc- 
ceeding in defining eight chroai, to which he gave special attention. 


Of these eight, during the centuries when the ecclesiastical 
Byzantine music underwent an important simplification, came about 


the three chroai which are used today: a) the zygos 6 b) the spa- 
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thi -Ob , and c) the cliton 9 

The zygos is always placed on the note At and affects the 
three descending characters oy Ta is sharped, Bou natura] and 
Ma is sharped, 

The Spathi is always placed on Ke and affects the two ad- 
Jacent characters, oy the immediate ascending and the immediate 
descending. It wants, le., the note Zo flatted and At sharped. 
In exception, the spathi can be placed on re » When it affects At 
by a flat and Bou by a sharp. 

The cliton js always placed on 4, and flats both fr a Bov . 


Below we have 
pean music. 


: Pee veeereeneus 


Concerning the § ystems 


The most indispensable element for the ©Xpression of a tone 
Is the system, Le., the manner through which the base of the tone 
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Sacred music uses four such systems: 


1) The octachordon or eptaphonon and the entire scale. It 
was thusly called, for in it we use all the notes of the 
scale. This system is used by the First Tone, Plagius of 
the First Tone, Plagius of the Second Tone, Plagius of 


the Fourth Tone from Ny _, and Baris diatonic from Zo . 


2) The pentachordon or tetraphonon and trochos.!9 This is 
used, mainly, in the First Tone, where the base Ma is 


transposed five chords or four notes higher -on Ke 


3) The tetrachordon or triphone. This is used in the Plagius 
of the Fourth Tone, where a transposition of the base 
from Ny three notes higher or on, Pa takes place, placed 


here by the phthora of Ny S&S? 
4) The trichordon or diphone. This is found in the Fourth 


Tone where the base of At is transposed two notes low- 
er, or on Bou . According to the tradition of the fol- 
lowing Legetos tone, in it are sung all the rapid melodies 
of the Fourth Tone. 
Generally in whatever system, a variety is found in them, 
which transposed the types of sounds to create an enjoyable im- 
pression to the sense of sound. 


Types of Eccleciastical Music 


The system, of which we have talked, progresses beyond the 
clear boundaries of music. This is due to the fact of the great 
treasure of the hymns of the Greek Orthodox hymnology. The 
draining of the Christian truth, in the hymns, the need of the pious 
soul to express thanks toward the Saviour, God, of the various 
saints, and the praising of the name of the Creator, God, and of the 
Theotokos, constituted, besides the others, the basis of the inspira- 
tion of the Christian poets. 


This great power of ecclesiastical hymns had to be combined 


19. Being called a trochos we mean a circle, which by the diverse physical and 
artistic forces combined it returns. Thus, by the trochos, we mean the system 


of three connected pentachords, of which the more important is Ila-Ke . We 
must ascend to Ke, place on it the phthora of Ila and thus ascend 
using the notes Tla, Bou, Ta, At, Ke instead of Ke Za, Nn, Ma, Bou; 
we must descent to [ja ,place the phthora of Ke d on it and descend 
using the notes Ke, At, Ta, Bou, Ia instead of Ma, Nn, Zo, Ke, At 


This cycle of intervals constituted the trochos musical system, which the an- 
cient Greeks used greatly. 
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heart. Because of this, the attention of the hymnographers and 


ologies, Throughout the suitable system, they divided the melodies 
accordingly with their rhythmical beats. And they composed others 
of them with a more rapid metre, others with a slower metre, and 
still others with a very slow metre. Eecause of this, three types of 
ecclesiastica] melodies came about. The Eirmologica, the Stichi- 
rarica, and Papadica. 


a) The Eirmologica are the faster melodies, in which each 
syllable corresponds usually to a note. For example: 


Ku pt & tov Aq OV dou 

(9. syl- 
lables, 9 notes), They are called elrmologica, for in the 
type belong the eirmoi20 of the canons, i.e., the faster 
Melodies of holy music. Also, the eirmological melodies 
are the faster Kekragaria, and the Pasapnoaria with the 
verse, the Aposticha, and faster Doxologies, the Apoly- 
tikia, the Kathismata, Kontakia, ete. 


each syllable corresponds to an entire musical phrase. 
They are called papadica, for when we chant them, the 
priest recites various prayers. Such are the Cheroubika, 
Koinonika, and divergent other slow melodies. 


20. Eirmos is the rhythmical Syntax of a hymn by a certain Manner, which b 
some type, interlaces the attendance of the other Troparia rhythmically alike, It 


Comes from the verb Elpw » Which means, mainly, to interlace, since the 
Eirmos also according to order and melody is interlaced. Likewise, by the verb 


ing the Eirmos must have. This 'S certified by the Strict coherence of the Troparia 
Of a canon to the Eirmos, which they follow line by line, syllable by Syllable, and 
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CHAPTER IV 


Martyria of the Tones?1 


In the second chapter, we discussed the martyria of the notes, 
i.e., those signs, which confess the name of each note. 


This also happens here. In order to chant a melody we must 
indispensably know the base, from which we will start, and also 
the tone and family in which the tone belongs. 


All these are shown by certain signs, which are placed at the 
beginning of each melody. Since they confess the form of the tone, 
they are called martyria of the tones. The martyria of the tones 
are correspondent to the keys of European music and to the arma- 
ment of the scales. The martyria of the tones are comprised of: 
1) the word “tone”, 2) the martyrical signs, 3) the note of the 
base; and 4) the phthora, through which the family is known. 


In the comparison of the martyria of the tones, we follow the 
signs of the families: 


a) Diatonic f amily 


(First) 


=> 
> 


(First Plagal) 


pe q Ma (Slow melodies) 


(First Plagal) 
+ 


Tl q ee (Faster melodies) 


E 


Reece 

21. The martyria of the tones are different from the martyria of the notes, i.e. 
the martyria of the tones confess the tone and are placed only at the beginning 
of the melody; the martyria of the notes confess the one note and are placed 
on many signs during the course of the melody. 


AS 


(Fourth) 


sf 


A At (Slow melodies) 


(Fourth) 


$f Na (Slow melodies) 


(Fourth) 


r 
“s on 
mad 
J 


tog (Faster melodies) 


(Fourth Plagal) 


+6 P5 
a A Nn 


(Fourth Plagal) 


a rc 
fh 2% 
b) Chromatic Family 
(Second) ‘ “Se 
a Ww «4 
(Second Plagal) 
4 GQ 
ois 2 Na 
c) Enharmonic Family 
(Third) 59 Ta older re af 
(Baris) ad ra 


(Baris) = Za (Baris diatonic) 


(Baris) coe Zo y es (Baris diatonic heptaphonos) 
Fad 


Pd Zw Ll a > (Baris enharmonic) 
Ape 


(Baris) » 
(Baris) v £ 
d) Borrowed tones 
“Ca 
(Fourth with Second) n Ke 
Or 
o 


bh 


(Fourth with Second Plagal) L 
ee (Nenano) 


(Second with Second Plagal) © 
Ov 
(Second Plagal with Second) &> 
ze « Bov 
—a  ~S 
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Components of the Tones 


Each tone in Byzantine music has certain elements, through 
Which it is distinguished from another tone. 


These signs are called components, for they introduce the tone. 
The components of the tones amount to four: 


1) The apichima, is a smal] musical phrase, which Is sung in 
the beginning of the melody; it is used as an introduc- 
tion to the tone, as if it Were readying it. 


Today the polysyllabic apichimata were forgotten, substituted 
by the monosyllabic Ne, excepting one, the “hagia” which is 
used today in the slow melodies of the F ourth Tone. 


they dominate, while the “emaining notes are heard less 
often and are called hyperbasimi.22 


and final endings. 
a) Unending are those endings which happen during the 


b) Ending with are those which happen during the course 
of the melody and on the base note. 


C) Final endings are those which happen on the base note, 
but at the end of the melody. 


Peculiarities of the Tones 
Each tone has certain peculiarities, which aid it in being heard 


ee tes 
22. From the verb One p-Batyey which mean | omit, | do not listen, very 
often. 


5] 


4, 
Pe 


with greater enjoyment by the audience. This oddity in the musical 
language is called idiom. As an example we bring forth the Second 
Plagal Tone, which in the higher tetrachord dismisses, many times, 
‘ts chromatic character and works diatonically. 


Likewise, during the melody, certain notes are found, which 
attract toward them nearer notes. This attempt is called helxis; it 
is one of the more important oddities of the tones. 


Signs, through which this helxis works are the sharps and flats. 
We bring forth certain examples of helxis toward a deeper under- 
standing of them. 


In almost all the diatonic tones, the note Zo is usually at- 
tracted from Ke . Likewise, in the Fourth Tone fe is attracted 
from its higher notes Bou > and Ta is attracted from At: 


The richness of the meanings and the depth of the subject of 
the Orthodox hymnology led the experts into the finer meaning of 
the helxis and in general the peculiarities, toward their more ef- 
fective expression. 


Borrowed M elodies23 


The borrowed melodies also came about from delicate melodies 
of Byzantine music. Thusly, while, for example, in one hymn the 
elements of the tone are recorded, in which the melody belongs, it 
is chanted, however, with the base of another tone placed by its 
phthora. The borrowed melcdies there are: 


a) In the First Tone, and in its melodies, which are called 
kathismata24 some are found under the title «<Tov tTapov 

Sov ZOTHP?. > which are chanted with the base of 

the Second Tone, placed by the phthora of the Second 

tone —@>5 On Ke, of the old base of the tone and not 
on At. itis intended, simultaneuously, for parachord. 


b)In the Second Tone, many of the eirmologica melodies of 
this tone are sung with the base of the Second Plagal and 
in antithesis the corresponding melodies of the Second 


——— 


53. This word is derived from the verb éttl - clocryWFENELOKYO - 
It means an entrance into another circuit or territory. 


ee 


24. They came from the kathismata of the Old Testament, which were read at 
the beginning of the Matins. Today instead of these, certain hymns are chanted, 
which received their name, of the seated faithful while they are chanted. 


Plagal with the base of the Second Tone. 


c) In the Fourth Tone we have two types of borrowed mel- 
odies. Others of them use the Second Tone and other 
the Second Plagal. Concretely, with the base of the Sec- 


ond Tone the «<@edc Kuptog» the Anastasimon apolytikion 

«TO pardpdv THs dvaot&oewe » the kathismata 
<avabrevacat too Tapov thy eloo8ow and other troparia are sung. 
With the base of the Second Plagal, At, are sung the famous 
kathismata KatetrA&yn "loons, “KatentAcynoav d&yvi} TAVTEC 


SyYEAwv of Xopol», of which mention will be made later, 


Concerning Each Tone 


After an examination of the tones generally, we come to ex- 
amine separately, each of the tones, or their theory, which com- 
prises their systems. 


Toward a more explicit and Casy examination, we have ar- 
ranged the division according to family. 


Tones of the Diatonic F amily 
First Tone 


This tone has the following components. the base, the api- 
chima, the scale, the dominating notes, the endings, the systems, the 
peculiarities, the phthorai, the martyria, and the borrowed melodies. 


a) The base: the First Tone has as its base in all its melodies 


the note Na 


b) The apichima: this constitutes the introduction of the 
tone and is composed of the monosyllabic word Ne 


? 


thusly: 
RS ge 
q Ne . E 


c) The scale: this tone uses the diatonic scale from Na . 
It is made of two like tetrachords, the lower and higher. 
These Compare in content and in order of notes, or pro- 
ceed by an elasson diastima, elachiston and meizon (10, 
8,12) and are divided from each other by the connecting 
diastima, which is always a meizon (12), 


higher tetrachord 


connecting 
note 


lower tetrachord 


d) The dominating notes: The First Tone has dominating 
notes: 


1) in the stichirarica and papadica melodies Ma, Ta, 
2) in the eirmologica melodies Ma,Av 
e) The endings: 1) in the stichirarica and papadica melodies: 
unending on [a , ending within and final ending on Na; 
2) in the eirmologica: unending on At , ending within 
and final ending on Na . 
f) The systems: The First Tone uses three systems: 1) the 
diapason. (entirety), when as a base, it has Tia and uses 


the entire scale or ; ce Ley 2) the tetraphone, 
when it has a base Ke, 1€¢., when the ‘base is placed 
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four notes higher; 3) the “kata ton trochon”. In the 
chapter concerning the systems we brought forth the 
accented in a cycle, that is the system of three connected 
pentachords, of which the most important is Ta-Ke 
and that on the Ke was placed the phthora of Nea and 
vice-versa which created an entire cycle. 


Here, for a fuller understanding of this we have drawn the 
following diagram: 


feet ake Mi eee Pat 


High Pentachord 


Main Pentachord 


Lower Pentachord 
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If we pay heed to the diagram of the cycle, we will under- 
stand that the intervals of the three connected pentachords are 
similar, proceeding by diastimata classons, elachistons, and meizons. 
This is achieved by the phthoras of Na and Ke , which are placed 


by an inverse manner. 


g) The peculiarities: the First Tone always has the Zo 
changing and not stationary, as happens in the Fourth 
Plagal Tone. Thus, it wants it natural when the melody 
proceeds beyond it, approaching Nn , for example: 


natural 
; Goammer AES SEED | ; 
Zo and wants it flatted when the mel- 


ody reaches it and returns, for example, 
flatted , A a 
= ee 


h) The phthorai: the First Tone uses the known eight dia- 
tonic phthorai. 

i) The Martyria: likewise it uses the eight diatonic mar- 
tyria. 

j) The borrowed melody. The borrowed melodies in the 
First Tone are the kathismata «Tov t&pov Zou Lop» ; 
which are sung with the base of the Second Tone of Ke. 


The First Tone was called by the ancient Greeks Dorios, for 
it was brought by the Dorians and was taught by them. 

The First Tone is distinguished by its axiomatic, magnificent, 
happy and earthly character. 
First Plagal Tone 

This tone has the following components: the base, the apich- 
ima, the scale, the dominating notes, the endings, the peculiarities, 
the phthorai, and the martyria. 

a) The base: this tone on the stichirarica and papadica 
melodies has as its base Ma ; in the eirmologica it has 
as a base Ke 

b) The apichima: this is similar to the base, ie., in the 
stichirarica and papadica melodies, it has as an apichima 
the monosyllabic word Ne on Ma and in the eirmologia 
likewise, with the word Ne on Ke. 
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c) The scale: the stichararica and papadica melodies are 
similar in scale to the First Tone, i.e., it has as a base Neo 


and wants Ze ususally flatted. The eirmologica melodies, 
however, use the higher tetrachord Ke-No with Ze 


natural. 
Many times the phthora of Na e Is placed on Ke 
and thus we ascend from (Na (To, Bou, Fa, At, instead 


Ke, Zo, Nn, Na ) as happens in certain hymns of the Ortho- 
dox Church. 


t 


ans 
q 


AN 


a 
“+ 
d) Dominating notes: in the Stichirarica and papadica 


melodies the dominating notes are a. A, Ke ; in 
the eirmologica Ke, Nn. 


3) Endings: in the Stichirarica and papidica melodies the end- 
ings are: unending Ai Ke ; ending within Na , and final 
ending Ma  -sometimes the final ending is 4, . In the eirmo- 
logica melodies: unending Nn, ending within and final endings 
On Ke 
f) Peculiarities: many times in the melodies of this tone, 
those having the base Ne » use the base Ke » When the 
equal (ison) is transferred from Mato Ke . Then the Zo 
Is natural, Ta js attracted from Al. However, when 
the melody returns to the lower tetrachord, then the 
base will be Ne , the Zw will receive its flat, and re 
will be performed naturally, 


8) Phthotai: as the First Tone uses the diatonic phthorai 
with the additiona] enharmonic phthora J » which is 
placed on Ze and flats it; this is also true of this tone. 


h) Martyria: likewise the same, diatonic. 

The ancient Greeks called the First Plagal Tone Hyperdorios, 
as derived from the First (Dorian). It is distinguished by its mer- 
ciful, stimulating, and dancing-like character. 

Fourth Tone 

This tone has, as all the remaining, the well-known components 
the base, the apichima, the dominating notes, the endings, the pe- 
culiarities, and the borrowed melodies. 

a) The bases of the Fourth Tone are three. In the rather 
slow melodies (papadica) it has as its base At , using 
as an apichima the word “hagia”. In the quicker mel- 
odies (stichirarica) it has its base as Ma ; and for the 
even faster melodies (eirmologica) it has its base as Bou - 


b) The apichima of this tone is connected with its bases 


thusly: (1) in the papadica its apichima is a oe 
+¢ » 
ee aS ga eo % 
a a a « ant « 


It works in the diatonic high 
tetrachord At, Ke, Zo, Ny. Its dominating notes are 
At, Zw, Bov; the endings: unending Bov, Za, 
and the ending within and final endings Au. Its pe- 
culiarities; a) the tone AtKe isa meizon and with the Ke 
raised higher; b) usually Za is natural, when the mel- 
ody circulates around Zo the Ke is attracted toward Za, 
its receives, ie., to say, a sharp; c) at the end of each 
melody (endings) Ta is attracted from At . 
(2) In the stichirarica the apichima of this tone is on Na. 
The dominating notes are Ia, Bov, At ; the end- 
ings: unending Ay Na ; ending within and final end- 
ings Bou 
c) Peculiarities: (1) when the melody circulates around Bou 
then Mais attracted toward Bou . (2) in the papadica 
melodies, usually, Pa is attracted toward Ac. (3) Zo 


is natural when the melody proceeds beyond it and is 
flat when the melody reaches it and returns, as happens 
exactly in the First Tone. 
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d) Borrowed melodies: this tone has two types of borrowed 
melodies. Of these, some are sung with their base of the 


Second Tone, as the chant «“Aytocg 6 Gedc» » sung 
during the carrying around of the epitaphion; others are 
sung with their base of the Second Plagal, as the kathis- 
mata, “KatenA&yn ‘laono» and <Acote Bwpev miotol TO 
EyewiOn 6 Xptatéc», 
The ancient Greeks called the Fourth Tone Mixolydian, They 
attribute its discovery to the Lesbian musician Sappho. It is dis- 
tinguished by its festive, dance-like and joyous character. 


Fourth Plagal Tone 


The components of this tone are the base, the apichima, the 
scale, the dominating notes, the endings, the peculiarities, the Svs- 
tems, and the martyria, 


a) The base of this tone, which is the last in the line of the 
Eight Tone, is two-fold, Nn, Ta 


b) The apichima through the monosyllabic word Ne is on 
the bases Ny, Tea. 


c) The scale. It uses the natural diatonic scale, about which 
mention was made in the preceeding chapter. 


d) The dominating notes are Nn, Bou, At 

e) The endings are: unending on Bou, At , ending within 
and final endings on Nn . 

f) Peculiarities: Ne is attracted toward Boy when the 


melody circulates around Bou . Zo is sometimes nat- 


ural and sometimes flatted, as in all the tones of the dia- 
tonic family, or the F irst, First Plagal, Fourth, and Fourth 
Plagal. 


g) Systems. This tone uses two systems: 1) the entirety and 
2) the triphone. Of these the first has as its base Nn , the 
second has as its base Toa ; ie., the base is transferred 
three notes higher, on Fa , On which is placed the phtho- 


ra of Ny 2% - Accordingly with the canons of the 
phthora, since the phthora of Ny is placed on Fe then 
the intervals follow the order of Nn. Most of the eir- 
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mologica melodies of the Fourth Plagal Tone use this 
triphone system. 


h) Phthorai: diatonic. 
i) Martyria: in both the systems the diatonic martyria are 
used. 


j) Martyria: 1)of the entirety system: 


y n PB roAKwDY 
db 9 xm? & A DN 


2) of the triphone system: 


rf ARK @ yn er 


& G~w 7? ha *& 7 


k) Dominating notes of the triphone system Io, At Zo. 


1) Endings of the triphone system: 1) unending At, 2) end- 
ing within and finals To . 
The ancient Greeks called the Fourth Plagal Tone “Hypomixo- 


lydian” as taken from the Fourth Tone (Mixolydian). The humble 
style, the appeasing, the sufferings distinguish this tone. 


Finally, this tone was used as a base of the European four- 
part harmony. 


Tones of the Chromatic F amily 
Second Tone 
The Second Tone also has the same components as the above- 
mentioned tones. 


a) The base. As the base this tone has At . 


b) The apichima. The monosyllabic apichima of Ne is used 
on the base, or At. 


c) The scale. It uses the chromatic scale, based mainly on 
the tetrachord AtNy. This tetrachord comes from the 
diatonic a monographic flat is placed on Ke . We know 
that the monographic flat lowers the note by four pieces 
or moria; likewise, Ke being lowered by four moria is a 
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meizon tone, AvKe elachiston, for 12 - 4 equals 8. The 
subtracted four moria, however, from the tone At-Ke 
are added to the tone Ke-Z@., which from an elasson 
becomes a hypermeizon, thusly: 10 + 4 equals 14, 


Therefore the derived chromatic tetrachord of the Second tone 
Av-Nn is constituted of an elachiston tone, a hypermeizon, and 
an elachiston. 


a | 
ae 


2 4 
» cH 
- 14 
4 ” 
nA 
#* 
A ‘A 05 
Pa fy 


d) Dominating notes: 


e) Endings: unending on Bou , ending within and final 
endings on At 


f) 


Peculiarities. The Second Tone has certain oddities, 
which give special splendour to the ear. 1) The note ra 
Is attracted from At , when the melody circulates around 

At (its base). 2) The note Zc. is always natural. 3) When 


this tone descends to the lower tetrachord, then it uses 
two scales, the diatonic and the chromatic. It is diatonic 


when it reaches Ma and returns; chromatic when it 
descends below N« to Nn , when, in such a case, Na 
is flatted. 


g) Phthorai. The Second Tone has two phthorai: one for 


the note At @> and one for the note Nn 3 


h) Martyria. It uses only two martyrical signs, which are 


alternated. Those are Gaby and fo) 
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yn eoraKk BY 


+4 ee 


a Sf oo = 


i) Borrowed Melodies. This tone changes its base with the 
Second Plagal Tone in most of its eirmologica melodies. 
Thus Bov of the Second Tone becomes Ma of the 
Second Plagal Tone; the martyrical signs are those of the 
Second Plagal Tone 


(Te ph and A “) 


This happens in relation to the dominating notes and the end- 
ings. 

This tone was called Lydian by the ancient Greeks, for it came 
from the City of Lydia. First, Alkman, who was born in the city of 
Sardies of Lydia and reached his apex in 670 B.C., taught it. This 
tone is distinguished by its moving, languid, and graceful character. 


Plagius of the Second Tone 
This tone, as the rest has its components. 


a) Base. As its base it has Ta. 
b) Apichima. Likewise, the apichima Ne is chanted on Nea. 


c) Scale. Although the Plagius of the Second Tone, belongs 
to the chromatic family, as does the Second, there is a 
great difference, however, between the two scale of the 
related tones, for the scale of the Second Tone proceeds 
in descent both when it ascends and descends; it is com- 
prised, i.e., of an elachiston tone, 2 hypermeizon, and. an 
elachiston; while the scale of the Second Plagal Tone is 
made up of two like chromatic tetrachords. Of these two 


tetrachords, the more important is Toa-At which is 
formed from a diatonic tetrachord and on Bovis a 
monogram flat and a trigram sharp on To. Thus, the 
monogram flat on Bou lowers it by four moria, when 
the elasson tone Ma-Bou becomes a half-tone (10-4 
equals 6). On the other hand, the trigram sharp height- 
ens Ta by eight moria; thus the meizon tone Ta-At 
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becomes a half-tone and lowered (12 - 8 equals 4). Final- 
ly, as the subtracted four moria from the tone Ma-Bov 
and as the subtracted eight moria from the tone Pa-At 


are added to the elasson tone (8) Bov-ra and make 
this a trihemitonion and heightened (4 + 8 + 8 equals 
20). Therefore, we have an interval larger than the tri- 
hemitonion by two moria. 


4 
a 
aes 


Ad 


¢ 
g 


ay 


™~ ob 
a — 


d) Dominating notes: MMa,At 


e) Endings: unending on At , ending within and final end- 
: : 25 
ings on Na . Final endings toward a pause end on At. 


f) Peculiarities. The main oddity in this tone is that, nat- 


urally, the high tetrachord works diatonically. Then the 
so-called mixed scale is created, of which the upper tet- 
rachord Ke-Na is diatonic and the lower tetrachord 

Ma-At is chromatic in antithesis toward the un- 
mixed chromatic scale, of which both the tetrachords are 


chromatically separated from each other by the meizon 
connecting tone At-Ke 


25. They are called fina! toward a pause, for after the hymn follows a petition 
by the Priest. 
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Below we have drawn a diagram of both scales: 


connecting 
note 


tetrachord 


Base chromatic 


h) 


£ 
i 
4 
: 
3 
Bs 
§ 


2 

ao 
BS 
oO 
m0 | 
Sg 
OO 
1 | 
aq oO 
bd + 
a 


| 
| 
| 
| 


QO 

‘= oO 
as 
ies 
= 
ao 
bol Dinan 
ates, 


connecting 
note 
= oe 
(1 


Base chromatic 
tetrachord 


@ 
S 
ata 


cy ee 


g) Borrowed melodies. This tone in the faster melodies uses 


the base of the Second Tone, when it has: 1) dominating 
notes: Bou, At and 2) endings: unending on At , end- 


ing within and final endings on Bou 


Nenano. The Second Plagal Tone in addition to its main 
base Ma has also another base At , with which are 


sung most of its hymns. This type maintains its ancient 
name Nanano. Likewise it is called the Palace Melody, 
for the Byzantine autocrats, because of a special love 
which they had for this, called to the palace the chan- 
tors in order to chant the hymns and melodies with this 


base. 


64 


i) Phthorai. It has only two phthorai, as does the Second 
Tone, the ©» for Na and fel for At. 


j) Martyria. Likewise the martyria are two, which are al- 
ternated . 
f / / 
Xm" Pp FAK DY TN 
a San Soo fF OF 
The Second Plagal Tone was called Hypolydian by the ancient 


Greeks, as derived from the Second Tone. It is distinguished by its 
funeral-like character and in general its sorrowful tone. 


Tones of the Enharmonic Family 
Third Tone : 
The third tone is comprised of: 
a) a base which is Ta. 


b) The apichima, which is similar to its base. 


c) The scale. This is based mainly on the tetrachord [a - 


Zw ; this is the diatonic tetrachord with the difference 
that a monogram flat is added on Zo. This monogram- 


mic flat lowers Za by four moria; thus the elasson tone 
Ke-Za becomes half-tone (10 - 4 equals 6). 


4 t 
~ 
7? 
10 a 
F js |" 
i, q 
12 12 
Q- A 
3 3 
12 12 
: 
aia VR 


d) Dominating notes: Ta, Ke, Ma. 


e) Endings. Unending Ke , ending within Na, and final 
endings Ta. 
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f) Peculiarities: 
1) To attracts Bou 


2) The Third Tone when it abandons its tetrachord, ie.e, 
it is extended beyond Za, then it proceeds diatonically. 


3) In the slow melodies (Papadica) it uses the triphone 
system of the Fourth Plagal Tone, the phthora of Ny 


~_ 2 


ar placed on Ta . 


g) Phthorai. It has only one phthora, the enharmonic P , 
which is placed on Za and wants it as a continuous flat. 
Sometimes it is placed on Fa with an analogous influence. 


The Third Tone uses also two other phthorical signs, the con- 


tinuous sharp & and the continuous flat 2 . The first is placed 
on Pa and works on Bov , which it makes higher, or with a sharp. 
The second is placed on Ke and works on Za, which it makes lower, 
or with a flat. 


h) Martyria. It uses the martyria of the diatonic family, ex- 
cept the martyria of Za ,which influenced from the en- 
harmonic phthora placed on it is written wey ; 


a 


The Third Tone was called by our ancestors Phrygian, for Mar- 
cien26 brought it from Phrygia. It is distinguished by its arrogance, 
bravery, and mature air. 


Barys Tone 
a) Bases. The seventh in line of the tones of Ecclesiastical 
Byzantine Music has three bases: 1) Ta, 2) Zo natural 
or diatonic, when it is called Barys diatonic from Zo and 


3) Ze flatted, when it is called Bares enharmonic from 
flatted. 


1) The Barys enharmonic from [Toa . 


26. He was the son of Gnadius of Phrygia. He was an excellent musician and 
flute player. In this is given the discovery of the manner of Phrygian music. Ac- 
cording to the martyria of Apollodoros, he dies very tragically, “Appollo killed 
Marcian, hanging him from an immense fir tree, and cutting off the skin by 
the river, which is called Marcian because of this’. 
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a) Apichima has To. Base, likewise is re. 
b) Scale. In its scale there is employment of the tetra- 
chord of the Third Tone rg . 7, 


c) Dominating notes: =F. a At, Zw 
d) Endings: unending on At 
and on Nn 


e) Phthorai. It has one phthora, the so-called enhar- 


monic <§ , this is placed usually on Ze and rarely 
on Ta and wants both in contin 


, ending within on ra 
, and final endings on To . 


uous flat. 
f) Martyria. Those of the Third Tone. 


The two tones or the Third and Barys enharmonic from | Wed 
which have the same base, differ bet 


2) Barys diatonic from Z¢ 
a) Base and Apichima. Lower natural a oe 


b) Scale. The scale of this tone is altogether divergent. 
It is comprised of natural notes, except two employed 
attraction which bring about a major change in it, 
which render it eminently pleasurable to the ear. 
These attractions work on 
and on Ke which js attracted t 


Ta, which is attracted toward At 
oward Zo . 
Accordin 


g to the above-stated we present this by the follow- 
ing diagram: 


= o Teta ig patios & ° ee dad 
rt, &: SS ‘2 


connectin g 5 
Over ceadord Hote high tetrachord b 


} 
q 
x 
3 
3 
H 
4 
Hf 
i 
{ 
5 
g 


c) Dominating notes: Zo, Ma, Fa, At. 


d) Endings: unending on a and At, ending within 
on Ta and Zw, and final endings on Zo. 


3) Enharmonic Barys from Zo flatted. 
a) Base and apichima are Zw ; it is based on high Zo . 


b) Scale. This is composed of two like enharmonic tet- 
rachords, or_ Zw, Nn, Ma, Bou and 
To, At, Ke, Zo a , which are divided by the con- 
necting tone Bov-Ta 


c) Dominating notes are Zo, At 


d) Endings: unending on Zw and Nn , ending within 
on high Ze , and final endings on low Zw. 


The ancient Greeks called this tone Hypophrygian as related to 
its master Phrygian (Third Tone). It is distinguished by its manly 
character and by its strength of melody. 


CHAPTER V 


Punctuated Gorga and Digorga 


The theme of the puhctuated gorga and digorga must be con- 
sidered as a continuance of the theme “concerning characters of 
time.” However, because of its minuteness and its difficulty it was 
placed in the present position, for it presupposes students presep- 
arated in the practical form of Byzantine Music, capable of per- 
ceiving easily the more difficult rhythmical subdivisions as the new- 
ly mentioned. 


They are called punctuated gorga and digorga, for the em- 
ployed signs are the punctuations (.), which are placed on the right 
or left of the signs (gorga and digorga), thusly creating their punc- 
tuation and bringing about their abridgement. 

Duties of the Punctuations 
1) An abridgement of a trigorgon on a punctuated digorgon. 

In this we have three instances, which toward a better under- 
standing, will be compared to corresponding signs in European 
music. 


a) we already know that the tngorgon ( ue ) divides the 
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beat into four parts and that it is always placed on the — 
second character ( Canoes Cece Conny Comm * However, be- 


cause of the richness of the Orthodox hymnology and of 
its translating Byzantine Music, it remained necessary _ 


so that many of the rhythmical signs may be understood, — 


which, performed correctly, give a special splendour to 
the melody. Thus, placing the punctuation mark to the 
left of the digorgon we have a coherence of the first and 
second parts: 


sf 


or 
~ 2/4 1/4 1/4 


b) Combination of the second and third parts: 


a x 
Goer Comes Comer Comer 5S Cuma Cee Come 
meee 1/4 2/4 1/4 ELS 


In this instance the punctuation mark is placed to the right of 
the digorgon and the weight falls on the middle character, which 
has 2/4 while the others have 1/2 throughout. 


c) Combination of the third and fourth parts: 


— 1/4 1/4 9/4 


In this case, the punctuation mark is placed to the upper right 
of the digorgon, when the weight falls on the last character, as 
is made clear. Below we have placed certain examples of these 
three instances which have been brought forth. 


a) The single is left, ‘#7 = a= 


By a 2 


ay 
| 
ok 
a 
: 


c) Single right «°° = ere 


°e 


| satin ce em er, Sle | 


2) An abridgement of a trigorgon on a twice punctuated gor- 
gon. 
For the above-mentioned abridgement we have two in- 
stances. 


a) The combination of the first three parts: 


Pe ae el = #9 
—— 3/4 1/4 = 


b) The combination of the last three parts: 


s 


a eee Bea eee ee 
etl 1/4 3/4 


Wherefore, through the abridgement of the three first char- 
acters of the first instance, comes forth the two punctuated gor- 
gon, which has a double punctuation to the left, when the first 
ison receives the 3/4 beat and the second ison receives the 1/4 


beat, as exactly happens in European music e'f 
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In the second instance, or, through the abridgement of the last 
two characters, comes forth, likewise, the two punctuated gorgon, 
which has a double punctuation to the right, when the second ison 
receives the 3/4 beat and the first ison receives the 1/4 beat, as 
happens in the rhythmical form of European music £f 


alll oer ee ad ba 


AAR re meneannnmeietieitnes .wortetettven, apterwveat, oct month 


3) Abridgement of a digorgon on a punctuated gorgon, | 
Here we also have two instances: 
a) The union of the first and second parts: | 
ay 2 or es 
Nee” 2/3 1/8 


Shon gg RRS, Sy 


b) The union of the second and third parts: | 


Goons Game Come Caw Cam, 2 alg 
ee 1/3 2/3 
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Thus, by the abridgement of the two first characters, the punc- 


tuated gorgon with the punctuation at the left comes about as in 
= 


3 
European notation: c . ; and by the abridgement of the 


two final characters, the punctuated gorgon having the single at 
the right comes about. European music has it thusly: ' 


Examples: 


Concerning Concise Rhythm 
If the various chronical, quantitive, and qualitive signs of By- 
zantine music together comprise its. expression, the concise rhythm 
still comes to complete and to lend a greater beauty in the trans- 
lation of the hymns. As one accredits the concise rhythm is similar 
to a river, that runs sometimes serenely and gently, other times 
strongly and wildly, always, however, the rhythmical and melodical. 


Of the above-mentioned, it is known that each character of 
quantity is performed in one beat (@yay 2 1, =< 5 1, =—y = 1, ) 


and that this one beat is a chronical unit, by which the rhythm of 
Byzantine music is measured. As we have already said, this rhythm 
is called single, the more important types are the disimos, the trisi- 
mos, and the tetrasimos. From this singly rhythm came the con- 


cise, through the abridgement of two single beats into one, 
through the abridgement of two single movements into one move- 
ment ( Gow» Goes equal one beat). Thus the chronical unit, 


through which the concise rhythm is measured is one, but in one 
movement two characters will be performed. 


1.€., 


This rhythm which is mainly used in the slow melodies, adds 
to them a special elegance and pleasing rhythmical tone. 


As in the single rhythm thus also in the concise rhythm, there 
are three major feet, the tetrasimos, exasimos, and the octasimos, 
which are derived from their correspondents in the single rhythm. 


a) Tetrasimos concise rhythm, This is derived from the ab- 
ridgement of two metres of a simple disimos into one. It 
is noted by the number 4 and is performed in two move- 
ments as the simple movement. The corresponding. metre 
in European music is ¢ or 2/2, Example: 


b) Exasimos concise rhythm. This comes from the abridge- 
ment of three metres of the simple disimos, is noted by 
the number 6 and is performed in three movements, as 


the simple trisimos. The corresponding metre in Euro- 
pean music is 3/2, Example: 


6 
a Ca Came Eo a 3/2, 


c) Octasimos concise thythm. This is derived from the ab 


ridgement of four metres of the simple disimos, is noted 


by the number 8 and is 
the single tetrasimos. 
ponding metre is 4/2. E 


performed in four movements, as 


In European music the corres- 
xample: 


Except for these three more important concise rhythms, there 


nother three, which comprise the exception of the major 


ones. They are: 


a) The pentasimos concise rhythm. This comes from the ab- 


ridgement of a simple trisimos and two simple disimoi 
metres, is noted by the number 5 and is performed in 
two movements, of which the thesis contains the trisimos 
metre, the arsis the single disimos. In rare instance the 
disimos is preceded and accompanied by the trisimos. 
Corresponding metre in European music is 5/8. 
Example: 


5 ot 


a any a eo cles 


b) The eptasimos concise rhythm. This is derived from the 


abridgement of a single trisimos and two single disimoi 
metres. It is noted by the number 7 and is performed 
in three movements, as the simple trisimos with the dif- 
ference that the first movement of the eptasimos contains 
three characters. The corresponding metre in European 
music is 7/8. Example: 


Beis et ey ee ee = 7/8. 


c) The enneasimos concise rhythm. It is deriver from the ab- 


ridgement of a single trisimos and three simple disimoi. 
It is noted by the number 9 and is performed in four 
movements with the difference that the first movement 
is larger than the rest, as it has three characters. The 
corresponding metre in European music is not found 
exactly, for 9/8 or 9/4 of European music are performed 
in nine movements analogous toward their rhythmical : 
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sway, Example: 
9 
et es5! | etn aa nme Esty Kar Ca | 


fa 


Orthography of Byzantine:Music 


As a language has its rules concerning its orthography, so also 
does Byzantine music have its rules. The necessity of orthography, 
besides the others, results from this: in the Greek language, for ex- 
ample, in order to present the sound u we use six ways, ie., the 
consonant l, ¥, 1 and the diphthongs El, Ol, UL . These 
six manners of use of the six are derived from certain orthographic 
rules. This also happens in music; in order, for example, for us to 
ascend one note, we use three characters: emma ; SF , Ww - 


On the other hand, that there is an immediate relation between 
the Greek language and the orthography of Byzantine music is pro- 
ven from the general rule, which rules it, or the orthography, ac- 
cording to which this orthography is based on the accent of words, f 
1.e., on the accented rhythm. Wherever there is found an accented 
syllable there is also found the accent of music. 


As exactly in a language, there are certain signs of accent- 
uation, thus also in music there are four signs, by which we can 
accent; they are: 1) the two accent-characters of quality, the bareia 


NX and the psifiston am, 3 and 2) the two characters of 


quantity, the petaste “ and the oligon = , which, some- 
times, lose their quantitive value and are used as qualitive accents. 


Since the signs of accentuation are four, so the basic rules of 
accentuation of Byzantine music are four, 


1) When after an accented syllable there follows a descend- 
ing insignificant note 28, then the bareia is placed AN 


for example: 
2 


In all the concise feet the first movement of the metre, or the thesis, is 


27. 


Separated by one dilatation, which is cut off by a small bow ( as ). The end . 
&:. 
of the metre is marked by a double dilatation ( i De 


At the end of this book we shall write certain examples of concise rhythm. 


28. Insignificant is a syllable, which is repeated: Cae anny 


Ko vu 
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ee ee—“COs—s—sS—tsSS rere 


2) When after an accented syllable there follows a descend- 


ing significant note, then the petaste is placed, for ex- 
ample: 
=o #2 
zw oOoV 


3) When after an accented syllable there follow two or more 
descending notes, then the psifiston is placed, even if 
indispensably the descents are insignificant or significant, 


for example: 


i 
Ao o € 


4) When there are two equals (ison) and of these we wish to 
accentuate the first, then we place below it the oligon, 


for example: , 


Below we have added two examples of hymns for the applica- 
tion of the four rules of orthography. 


D9 a 
Tryv Te po TE: PANY TOV Xe pov Gt Kat 
Tin ti mio te ran ton Cheru bim ke 


a? ' a ? 
evo €0o0 TE pay a ov YKPL tac tov Le PX Ply fo 
en tho xo te ‘an a si ngri tos ton Se ra_ fim 


my «x S& a popac Gc ov Ao oO YOV TE KOU 


tin a thi a fthoros The on lo © go” te ku 


w + P + 
eee ees 9 


c 

oa THY ov tag OE 0 TO KOV De € pe Ya 
san tin on tos The o to kon Se e me ga 
eases res Y 

. = ~ 

eg” e 


AD VU VO Oo peVv 
li i no o men 


eins ieee Fal 
29. Significant is a syllable which changes: Ku o 
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| *% Sunae 
To ma 6&1 Lov Xpiote noBov e€ rev Besa 8n 
To — pathi Su Christe pathon e lef thero thi 


re 2 w 4 | 3 | 
eV KL TH BY VO OTR Ger Soy ex 980 pac « Aut 
‘men ke ti a na sta si Su ek fthoras e lith 


5 | 5 | Te 
[zy Comune 

po OG wev Kv pi e 560 o €x a Sot 

ro thi men Ki ri e tho o xa a Si 


Observation: In the first example of the 59th exercise we have 
for application of the rules of orthography the following: 


a) in the first line and on the syllable xot we applied the 
second rule of orthography, or we place a petaste for 
there follows after the accented syllable a significant 
syllable ay (80€0...). 


b) Likewise in the first line and on the syllable té (pav) 

we applied the third orthographic rule, according to 
which after an accented syllable there follow three de- 
scending notes, thus we use a psifiston. We have a similar 


instance on the second line and on the word dy (Zepagiu). 


ad 


c) In the second line and on the word A6 (yov) we ap- 
plied the first rule, for after the accented syllable « 6 
there follows an insignificant syllable. thus we use the 
bareia. 


d) Finally, in the last line we applied the second rule on the 
word  @eotéxov and applied the third rule on the 
word xé and LE yaAbvopev. 


In the second example of the 60th exercise we, likewise, ap- 
plied the orthographical rules: 


a) in the first line and on the words Xpoté and ma- 
84v we applied the second orthographic rule, using the 
petaste, for there follows a significant note. This also 
happens in the word kau (tH a&vaot&oEt Lov). 


b) In the second line as well as the third on the words 


CL 


&vaotkcel, peopac, ZruTpdOnyev, Kopre 


al rule, using the psi- 


we applied the third orthographic 
fiston. 

of orthography also have their excep- 

language. Thus, we have the follow- 

s of orthography: 

ble there follow two des- 
then the psifiston is not 


These four basic rules 
tions, as exactly happens in a 
ing three exceptions of the basic rule 


1) When after the accented sylla 


cending notes with a gorgon, 


placed, but the petaste, for example: c 
<5 = “") 


Ev 80 0 o fo. 
e has a clasma and with it 
ding notes, then the psi- 
petaste, for example: 


2) a) When the accented syllabl 
follow two or more descen 
fiston is not placed, but the 


& ee — 7D? 
Ko pire Ao o0 €&. 


agate ties 


ble does not have a clasma, 


When, however, the accented sylla 
lied, placing a psifiston 


then the basic rule of orthography is app 
Gexsest 
vO ne 
“ o ow peV - 
b) When after the accented syllable all the descents have 
clasma, then the psifiston is placed, for example: 


wlll 


Naa tep- Likewise, when the two first descending 
notes have clasma, the psifiston is placed Pst 
still in the script Pam fw uO 

ow 

=0 @ OOV* 

pr & 

3) When after a final ascent there is a continuous descent 
} with apostrophoi and there is by couples the same syl- 


lable, then before each couple the bareia is placed, for 


Nee XD? “oO When, how- 


example: 
oot Ol 


; ever, the syllables are uncanonical, then nothing is 
placed, for example: << amay emmy amy SM SH 
Taq covynuac Yu & 
78 


Likewise, in orthography 
into consideration, which have 


a) We use the oligon, when ascendij 


St TAG ay yeAt Katc Bi . 


b) We use the kentimata, when ascending we do not change 
the syllable, but repeat the vowel of the same syllable; 
the note of the kentimata is recited meekly, for example: 


- When after the kentimata an as- 
cent or equality follows, then the kentimata are placed 
on a separate line, for example: 

a ee AA oo 


Pe Ae €& TE 


Pe “ a To 


a descent follows, then these are placed above the oligon, 
for example: *, “2 - When in script aw, finds a 


psifiston ( ), then the psifiston works on the ken- 
timata. ~~ 


. When, however, after the kentimata 


When the kentimata are found above or below the oligon with 
a gorgon, then the gorgon always belongs to the kentimata, for ex- 
ample: r Z 


AP 
— Ot «—_, 
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When the characters have a gorgon, then the oligon is placed 
instead of the kentimata, for example: 


: 
XK ag ey 
XL VEL EL EL EL 


_ c) We use the petaste when after it there follows a descent 
: according to what has been mentioned above concerning 
the rules of accentuation. 


In order to descend two notes continuously with a gorgon we 
have three methods of script: r r 
iy eS amy | Knee cmamy crmy 


a) The hyppore is placed, when a repetition of the same 
ne syllable takes place and in a double descent, for example: 
Camo f 
20) @ 
b) The continuous elaphron is placed when there is a change 
of the syllable in the second descent, for example: 
Smaw 


2.0) OOV 
c) Two apostrophoi are placed, when the second descend- 
ing notes (apostrophoi) have the same syllable, for ex- 
ample: 


Ni ake ie 
TR Rene cr NTT ONES Gea eT hen ers 


Game amy anny 
A yt € 


CHAPTER VI 


Relationship of Byzantine Music to European Music 
There is an immediate relationship between Byzantine music 
a and European music in most of their melodies. The melodies of 
a Byzantine music, which belong to the chromatic tones (Second, 
Second Plagal), where the relation and transportation of the hymns 
comes from an approximation, because of the difference that is 

found among their interval spaces, constitute an exception. 


Manner of Transportation of Melodies 


Toward a successful transportation of melodies from Byzantine 
to European musical notation we must know: 


a) the correspondent of notes of a music toward another, 
b) the rhythmical correspondents of characters of quantity 


and of time of Byzantine music toward comparison to 
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the characters of European, 


c) the correspondent of scales of the tones of Byzantine 
music to the scales of European music. 


1) Correspondents of notes 


Nn. 


Nn 


corresponds 
corresponds 
corresponds 
corresponds 
corresponds 
corresponds 
corresponds 
corresponds 


to Do 
Re 
Mi 
Fa 
Sol 
La 
Ti 

Do 


to 
to 
to 
to 
to 
to 
to 


2) Rhythmical correspondents 
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3. The correspondent of scales is examined by the families and 
tones. 


A)y 


Diatonic Family 
First Tone 

The First Tone is transferred to the scale Re elasson of Euro- 
pean music, without the seventh character receiving a sharp, i.e., 
Do as happens in European music; thus the high interval Do-Re is 
a tone and not a half-tone. Also when its melody or phrase only 
reaches Zo (Ti) and returns, then Ti is always flatted, as exactly 


happens to all the ,Z@ , which belong to the diatonic tones. 


Example of Transformation First Tone 


; £9 
*"Hxoc g ye) 


514 | 3 l | 3 | 
4 Ev to OAt Geom. pe Et OM% KOU GOV LOU ‘TOV 
En to thli ve sthe me i sa ku son mu ton 


v 
a ili cdaer ode Tar Taw ord Bs 
o 8 vav ov Ko pi & Zor kpa Co q 
othe no on Ki ri e Si kra zo 


As is evident from the above: 
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a) the rhythmical subdivision is brought about with the basic 
disimos rhythm, toward a greater ease; 


b) when, because of accentuation, there are exceptions, then 
this is noted (for example: 3/4); 


c) returning to the initial rhythm, we note this (for example: 


2/4); 
d) all the syllables of the words are separated by a dash 
(for example Ki-pre _—+);; 


e) when in a syllable the same vowel in two or more notes 
corresponds, then a small dash is placed and not the same 
vowel, as happens in Byzantine music; 


f) the words are accented oppositely as in Byzantine music; 


g) the rhythmical subdivision can become with the base the 
tetrasimos rhythm, when the disimoi and trisimoi will 
constitute the exceptions. 


Example of Transportation of the First Plagal 
This tone, as we know, uses two scales, Moa , for the stichirarica 
and Papadica melodies, and Ke for the eirmologica. For the first 
melodies it is transposed into the elasson scale of Re, without Do 
becoming heightened; also Ti ( Za ) is sometimes natural, some- 


times flatted. When Ti is natural, the Fa will be sharped; when 
Ti is flatted, the Fa will be natural, as exactly happens in Byzantine 


music, where Za of this tone influences T« . 


For the second melodies (eirmologica) it is transposed into an 
elasson scale of La; it works in the high tetrachord La-Re. Usually 


these eirmologica melodies are extended to Mi( Bov ). When the 
melody descends to Fa, then Fa is flatted. 


BELO UssoanverevoudesRocensgrers 


“"O-2 OO pews 
Aare do. se 


eee sie 


 sscuscasanuannenalescngapsssssonsnceaesscascoanesneccctabageseseoveapeessopesspassssusnlorssert sevtutragjscaburssogsencebeccteaagonoqaanngazlanscanaggnens seas asayigacststsessse nyane eee ee eee 


a ee 


| Y . 
q Ev Xo yn toc «et Ku pt é Si Sa Eov 


559797 374 


ye Ta Sika pa Ta Lov 4 


Example of Transportation of the Fourth Tone 
We know that the Fourth Tone has three bases, accordingly 
to which it is transposed into European music. 

1) The Papadica melodies of this tone have the base At 
(Hagia) and work in the high tetrachord = AcNn . Like- 
wise, the correspondent transportation will be Sol = At 
and Sol-Do =  AtNn _, with Fa attracted by a sharp 


from Sol, as exactly happens in Byzantine music. 


2) The stichirarica melodies of the Fourth Tone have as a 
base Tla . Hence, some attention is needed, for most times 
the note Bou (Mi) governs, when the harmonic feeling 
laces the ear in the meizon chord Do-Mi-Sol, which is 
a chord of a natural tonical of the meizon scale Do. 


7 Thus their base Ma is transposed to Re, where there is use 
4 for only natural notes, without having corresponding scale in Euro- 
: pean music. During the rule of Ma the tetrachord Ma-Ac 
dominates, of which the correspondent in European is Re-Sol, when 
the tonical note is Re. 

3) The eirmologica melodies have as a base Bou (Mi), 


these also composed of only natural notes. Sometimes, 
as was exactly printed in the theory of eirmological melo- 
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dies of the Fourth Tone, we can use a sharp on the notes 
Re and Fa, which represents the attractions of Ma to 
Bov and la to At 


Papadica 
High tetrachord AtNn. or Sol-Do. Apichima Hagia. 


Base Bov or Mi Eirmologica 


en | Speen 


Examples 


r 
6 amg eay “Pt 


FHyoc A 


tw w 
Ex ve Oo TM TOG MoU TOAAK TO AE eat 
Ek ne o. ti tos mu pol la po le mi 
& yP | 
Ue me Oa der ahd av AEROS! ei ae hige “0i KOLL 
me pa a thi al af tos an ti la vu_ ke 


Se It os 6 
x 


oO cov 20 TTP HOV 
SO son So tir mu 


soa peat vas ope enrs peeeegm ke teens ys mee paatires 


tretspemeenapeoksnnageceenntmeend peices vececqateneeusteguossansneareapenucenrdenietnenteneranen! pasneresteattee! pprocennessunenssusemassuarcoamssmenten 
‘ petecaag sayeransrseanpenrnscsementonncareenesoanbanseenens 
is a Re RiP 
on oo sie Aan, SEC WN rriere eaciots - soeheaamieatal sabeewe rs 


? 
pe Toran = 8H oN ov * 


en coneen bed s¢nnarace and > pad aen bbe neatin panes ry SeeEd Chem: 


Fhges senenesgrenmvare 


Sas na sera rete pas enea ses tasesr gennonts be 


Example of Transportation of the F ourth Plagal 


This tone, we know, has two bases and two systems. The first 
system is the diapason or entire scale, where it has as a base Ny or 
Do; and the second the triphone, where it has Ta or Fa. Of these 


the diapason is transposed into the meizon diatonic scale of Do, the 
triphone is transposed into the meizon scale of Fa which has, as is 
already know, an armed flat on the note Ti. 
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Ao o Ex Zor two SerGaver togwc b0 &a ev v) 


ae eae |» A 
e727 Sow eo gc 
We L OTOIC Gea dt Kar & m yns & Ph HH wy 


+ ar ~ y 
eee eee ae 
ev av Oponotc ev S0 Kt o@ 


Example B (Triphone) 
» ii 25 ; 


~*~ 
ERED 


3 3 “J we 
f cles aslgw2to7 
EE vu wous Ka THAGEG o oEv omha & 
Ex i psous ka til thes o 0 ef spla a 
3 3 | / | we 4 
xyvog Ta PnV Ka te S Eo TPL l n Ue ae 
hnos ta fin ka te the xo tri i i me e ron 


L va n Yas e Aev Ge p® ong Tov Tadav 
e na i mas e lef the ro sis ton pa_ thou 


3 


~ ~ = | 
gee er HN T9998 9 
7 So ny Kt Nn va OTH oc? y Moov Ku pt E 
i zo i ke i a na sta sis i mon Ki ri e 


- Woug Ka- -THA-BEc - voc Ta 


Ungere paced maces ence Peer ee: enane: 
vere mitene ness raga deeel re: oo 
. ntrtes: 


-ong tv nma-8dv h Cwo- WH kal - v& - oTacig h 


sooner nafanes RISD Tanne ot sitet ep sali army pt Se St EARLE ELE 


B) Chromatic Family 
Second Tone 


As is already known, this tone has the base At. It works in 
the high tetrachord At-Ny __, of which the note Ke is lowered 


by a flat. Its transportation into European music will be in the tet- 
rachord Sol-Do with the note La flatted. 


The flat, however, of La is not given wholely, for the cor- 
responding sign is not found in European music, where the La flat 
is by two moria lower than the correspondent of Ke of Byzantine 
music. Accordingly to the immense theory of the Second Tone, 
when we descend to the lower tetrachord and to Ma or Re, then Re 
is natural; if we descend to Ny or Do, then Re is flatted. 


ft pnecin amma gonna ine y's pmmnncyitn, BUSTERS EIT Ns EIRENE ERODE TRS ON 


Second Plagal Tone 
We know that it has two scales, the clearly chromatic and the 
mixed. In the chromatic it is transposed to Ma or Re, which is 


neither a meizon nor an elasson, but has its own report using two | 
sharps on the notes Fa and Do and two flats on the notes Ti and Mi 
thus forming two 1/3 tones Mib and Fa#; and Tib and Do# } 


Thus, the chromatic scale is transposed thusly: Second Tone | 


| 
| 
| 


Chromatic Tetrachord ( A. - Ny. or Sol-Do) 
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Example 


i o> 
Gmey ome At 


¢¢ 


3 
Taig peo Ger atic MS Ge oO TO KOU 


Tes pres vi es tis The o to kou 


> 


T & EP OW OOV UGC 
So te e er so son i mas. 


AS X95 - 23752 
20 
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Base tetrachord con note high tetrachord 


asenen Vo ARR Can 9 edie Bt oirye ieee tonics a e 


dassnneaontgoens 


When the mixed scale is used then it is transferred thusly: 


n note high tetrachord 


Example 
» : re» 
TN <> 


| 
a 
: 


ad | 
Zuv av Opa TOI Ep ya Co Me volG TV a VO 
Sin an thro pis er ga zo me nis tin a no 


/ 
Kat OU BH ouv vu a ow PE 
mi i an ke ou mi sin di a so me 


| w~ 
) a oa aa 
“22 a Oe es 


TL TOV EK AE KTOV GA THY 
ta ton ek le cton af ton 
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Se cseireeoaye eas 


} 


\ 


ees 


papancartensasepaenerebiaanamerisemierararedifacesany boeeat nen rpenenarne sate dren 


Of reeeoneeatrémenser neswes 
sepemeees: tretes) SOEs 
peneane ness 


NOLS ép - ya - Lo- pé-vowg Thy ct - vo» 


C) Enharmonic Family 


Third Tone 

As is known this tone has Ta as its base. It will be transposed 
into the meizon scale, Fa, having an armed flat on the note Ti. 
When it leaves the main tetrachord of Ta - Za flatted, then it 
becomes diatonic, placed on Ti a refutation. 


Example 


+¢ 


39 Ta 


if am Gn Somw 
2 | ate = 
Ot go Go0u LE volt TOV Ku pt ov Wa KX pl 
I fo vu me ni ton Ki ri on ma ka ri 


OL tot Bouc Ba 8 OU OUV TaL TOV E& VTtO Awv 


i tri vus va. thi ou oun te ton e nto lon 


ro” 
@aX yov Tat €@ n pay yap nay KAP TLAV 
fa gon te zo i ran gar pa nkar pian 


we + ash ¥ 
i —~ SDD DO 7 a5 


Bov-pe- yor 


tov Ko-pt- ov wu Kept -o1 tol-Goug Ba-& - obv 


PELE sissies 


WPUreLgte Minnneeeaing teeters 


TO TOV év- To - AGv 9K - yov - tat to - 1 - pdv yap Taxy-Ka-ipnt > wv 


Barys Tone (Grave Tone) 


We know, that the Grave Tone has three bases. Thus it will 
be transposed in three scales: 


1) when it has the base Ta, then it will be transposed into 
the meizon scale of Fa, as also is the Third Tone: 


2) When it has the base Zw natural (Grave diatonic), then 
it will be transposed into a special scale, which will have 
as its base Ti, being natural and the notes Fa and La 
raised by sharps (attractions): 


Or lanisiseqooaseosesenes SU beestenesea PE TAREE EEE BOER CoO E NG RUOT EU EOW LETT DERE FER ESED Os ESEOE EF EDTESONUEbETaes, 


PEP er ry OV OCSOORtOsereES ONE tatrerseeseoas damserace 
RATRO Seem AORN eARsaEserEraee oe Ce eek An ae soorenen ode - 
Cena need aL reeercomEnens FOP eeewepersamiganees nee Panegseeanoos Chow’ Oo. AeePasne 
PUMTO Se ORAM EN OTO CORE TOReeRe es seteneT eS os Sn Ly «= i pai eeetcanvaune 

— ‘*) 
& 


p p 

3) when it has the base Zo” -(Grave enharmonic from Zo’ ) 
then it will be transposed in the meizon scale of Za = F 
which has two armed flats: 
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pasoesistn rnin St Anwar HF a8 


NES 


i. 


cae 
ae 
a 
i 


Example A 


ad roa 
Gras 


+ 


2? Thy atx park @ aL av 2 ov EK TAM wg & 
Tin aich mal o si an Si on ek pla nis e | 


r + =) 
Ce ee ee BOQ QD — LS 
rae ~Y 


aww 0 Oe 
&/ 


~* 
TL OTPE 3 wag Kol HE Za tmp l® @ Gov e Fa 


stre e psas ka me So tir zo oO son e xe 


r w 


pov dov do max Ger et ac. 
ron thou lo pa this i as 


10nd Lead renee deme OOo) nee theROe Or EEE SES ONE Ena aREES Day Srereeene ibe: 


anes pon ewe beeehsedmess4n terre Pan eee weneed Lens od orp tote Rhone panei aa ea: 


Example B (Grave diatonic) 


oe Za 
~” 


l v 


Ao Ea Zot tm det ExY TW TO OWS d0 Ea 
Tho xa _ Si to thi xan ti to fos tho xa 
Goon couzeper Cosme fms Comme ae , in 
ger See ao | — — 
EV wi. otoig GE ® Ka —€ TM ys et pry vn ev 
en psi stis The o ke — e pi gis i ri ni en 


moic ev 60 Kt Ll 


pis ef tho ki i 


5s ORES em SEI ETS ONES 


Example C (Grave Enharmonic) Concise Rhythm 


) WL l OTOLG OLG Ge € E 
i psi i stis is The e e 0 


as 
| wa ils gag Ss 
ce s\n 7m y’* “ — 
av 8pw TOL otc €D ED 50 i L L l 
an thro pi is se ef tho ki i i i 
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SUPPLEMENT 


Diverse Exercises 


| | wie 
od 


w 
1 ht 2— U- wvou pev Sh te ec) «6ev Ao you nev 
Se i mnu men Se e ev lo gou men 


v al 
h Zot ev XX pt otov wev Ku pt —e Oh xa be 
Si ef ha ri stu men Ki ri ec ke the 


A) 
| | - wile 
Oo WE 0a a ov q o G& og 1 pov ht 
o me tha a Su o The os i 


. 
fo 
o>? 


| 


rc 
ESS 
9 
c 
coum %, 


r 
f | ll 


f° 


ft 
cr eee eee ee 2 


awe | 
of = 
( J 
-|s a 
t | 
Ber 
: J 
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1 2 
1 3 
7 4% 
A 
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Chromatic Exercises 


Second Tone ( -& _) 


Plagal Second Tone ( & ) 


5 | ae, is! PRM) (ete ey oy 


The exercises of the enharmonic family are similar to those 
of the diatonic family, adding the phthora ,O on Zo and some-— 
times on Ta , which it wants flatted. 


SE 


Translation of Hymns 


38. From my youth up many passions have warred against me. 
But do thou succour and save me, O my Saviour. 


4]. Hail, holy Sion, Mother of the Churches, the dwelling of God; 
you who accepted the first forgiveness of sins through the Res- 
surrection. 


43. Glory to Thee,Who hast shown forth the light. 


45. O Lord and King, heavenly God, Father Almighty; O Lord, 
the only-begotten Son Jesus Christ, and Holy Spirit. 


47. O Lord, Thou hast been a refuge of us from generation to 
generation. 


49. Accept our prayer, Thou that sittest on the right hand of the 
Father, and have mercy on us. 


59. Thee that art more honorable than the Cherubim, and incom- 
parably more glorius than the Seraphim, who without spot of sin 
didst bear God the Word; Thee, verily the Mother of God, we 
magnify. 

60. With the suffering, O Christ, Thou has freed us from our suf- 
ferings and with Thy Ressurrection Thou hast freed us from de- 
struction. Lord, glory to Thee. 


96. In my sorrow, I sing to Thee, O my Saviour as David did; 
save my soul from sin. 


98. Blessed art Thou, O Lord, teach my Thy statutes. 


100. From my youth many things have fought me with passion; 
but understand him, and save me my Saviour. 


102. From high the compassionate one descended, He received 
the tomb for three days, in order to free us from our passions. Our 
life and ressurrection, O Lord, glory to Thee. 


104. By the intercessions of the Mother of God, O Saviour, save 
us. 


105. With men who commit sin, and do not combine me with 
their chosen ones. 


106. Those who fear the Lord, they shall walk through sin 
blessed, and they shall obey Thy commandments, a living fruitful- 


ness. 


SAGAS a 


106. Those who fear the Lord, they shall walk through sin 
blessed, and they shall obey Thy commandments, a living fruitful- 
ness. 

107. You, Who has returned from error the bondage of Sion, O 
Saviour, also watch over me, freeing me from the slavery of pas- 
sions. 

111. We praise Thee, we bless Thee, we give thanks to Thee, O 
Lord, and we pray to Thee, O our God. 
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